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BTtopara yacT Ha MNporpamara 3a CTUNEHAMAHTU € eCTECTBEHO Pa3BUTUE Ha UAEUTE Ha
BusyanHus cemuHap, KOMTO Npoab/hkasa Aa ce Brnevyatnsea, yuyasa 1 3agasa Bbnpocu
KbM TOBa, KOETO H/ OBKpPbKaBa BbB BU3YanHOTO BCEKMOAHEBME HA rPafCcKus XXNBOT.

TemuTte, NpensioXKeHn Ha BTopara rpyna CTuneHguaHTy ca dpopmynmpanu karto ,[pagbT,
KyNTYypHOTO HacneacTso un Hoctanrmsata®, ,06pasn Ha Tpyaa, o6pasn Ha KoHcymaumsaTa® un
ce 06pbLLAaT KbM NameTTa 3a cebe Cu, CbxpaHeHa BbB BCeKu rpad. EkcnepTHusT cbeeT
n3bpa 3a peanusaunsa NpoekTUTe Ha XynoxkHuka Kpacumup Tep3unes u Ha X-TeHao,
Copy»xeHve 3a rpafcku n3cneaBaHns CbC CpefacTBarta Ha nckyctesarta. AKO mbpBute
ctuneHgnanTu, Muna MuHesa n Jlbuesap bosmxues, unsto Tema 6e ,,Codus kato
rnenKa“, aHanms3npaxa, KpI/ITVIKyBaxa N ANPEKTHO Ce HamecBaxa B C'bu_leCTByBaU.LI/ITe
arpecuBHU NPaKTUKN Ha rpagckaTa peknama 1 camo-peknama 4ypesd 6unéopnose u
MOLLEHCKN KapTUYKK, TO Cera CMe CBUOETENN Ha ,TepeHHN npoyyBaHus”. OnpenensHeTo
Ha TouKW, dparMeHTn, OCTaTbLM N CMOMEHM, NA3eLUM XapakTEPHOTO M NpeBpbLially rpana
B TOBA, KOETO Npean BpeEME Ce Hapuyalle ,mankara poamHa“, nsrpagm ,Konekums“ ot
npumepu, KOSITO NOTBbPXXAaBa YCEeLAHETO MU, Ye rpafdbT He € CamMo O6LL0 NPOCTPaHCTBO
3a BCUYKUTE My 06UTATENM, HO 1 KOMBMHALUWA OT OTAENTHUTE ,IpafoBe” Ha BCEKM OT Hac.
Te He BuHaru ce cnoseaTt 6€3KOHGNUKTHO B O6LLO LSAMO, a MPYBbP3aHOCTTa KbM TAX
nopaxpga cbMHeHueTo ganu rpag Codus cbliecTByBa Beye 1/unm owe n3BbH HUBOTO Ha
nepcoHanHna H\U onut, naeann n MmeyTu.

ToBa e BaykeH NPUHOC B paboTHUSA Npouec Ha BusyanHus cemuHap, [OKONKOTO
npegnonara eamH BUA BbBEYEHOCT B XKMBOTA Ha rpaja, OCHOBaHa Ha npoyyBaHe u
pas3mucbi 3a NUYHUTE NO3MLUMS U Bb3NpusTME. Ha Ta3n ocHoBa BbBIIEYEHOCTTa Ha
NUYHOCTTa € NpeasioXkKeHa KaTo Mofes 3a Bb3MOXHO aHrakupaHe C XKuBoTa Ha rpaga.
Taka BTOparta rpyna oT CTUMNEHAMAHTM He caMo peanna3npa CBoUTe NPOEKTH, HO
NpeanoXxm n MOAEN 3a TOBa, Kak fa ce Npean3Brka peakumsTa Ha OTAENHNUA XXUTEeN Ha
Codusa kbm camus rpag, Kakto 1 KbMm npobnematvkara Ha BusyanHus cemmHap.

HacTosweTto nsnaHve npencrass pesynratute OT paéoTtaTta Ha CTUNeHAnaHTUTe 3aeaHo C
BbMpOCUTE, KOUTO TS Nopaxkaa. Hakou oT oTroBopuTe NMoTbpcUXMe Ha Npoab/iKasaluTe
NYGINYHN ANCKYCUN*, KOUTO CbBUpAT apXUTEKTU, XyAOXKHULW, UHTENEeKTyanuu, rpanckm
nonuTuum, Xutenm Ha Cocdus, BCEKM CbC CBOU YBEXAEHNA U MECTEH NATPUOTUSHM.
M3kasaHuTe MHEHUs Ha CBOW pef, NMpOBOKMpaxa OlLe BbMpPOoCHK.

TpetusaT uukbn ot Nporpamara 3a CTMNeHguaHTu ¢ Tema ,KnuweTto Kkato ugeHTu4HoCT"
3arnoyHa npe3 main 2004 roguHa. Qotorpadute bopuc Mucupkos u Feopru BorgaHos
BbpBAaT ,[10 cnegnrte Ha cBeTnoTo 6baewe”, a N'eoprn FOCNOAMHOB, B CbTPYAHUYECTBO C
AHa leHoBa, cb3pasar ,/IHBeHTapHa kHura Ha coumnanuama‘. Npopbmkasa aa
dyHKUMOHMPa ,[opeliata nMHUS 3a BU3yanHu HepeagHoCTM®, Ha KOSITO Cbbrpame MHEeHUS
1 NPenJIoXKEHNs Ha BCUYKN XXENaelm aa ce aHraxxmpar ¢ guckycusTa.

BrayanHusT cemMrHap ce CTpemiy Aa NpoBoKUpa 1 Aa Npean3BuKBa 06ChXOaHUs Ha
CTaBalLOTO C rpaja, B KOWTO XNBEEM, U HA CMYYBaLLOTO Ce C HaC KaTo XXUTESIN Ha TO3
rpaa. Mpoabmkaesame oa Hayyasame 1 fa ce yuuM, Tasn pa6oTa HaAMa Kpa.

Slpa By6HoBa

* ,MeTtamopdosu: nasap, ekcuec 1 Tena Ha cueHarta Ha npexoga‘“, o6cwxaoaHe Ha TekcT Ha A. Kboces;
,Kon 3acnyxaea n kon ncka nametHmum?“; ,06pa3mn Ha rpaga, o6pasu Ha kanutana“, ,Moxxe N1 n3KycTBoTO ”
XyAOXHMUMTE AHeC Aa 6bAaT aHraXKnpaHu 1 Kak ce crnyusa ToBa?".

6
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The second part of the Fellows Program is a logical development of the ideas of the
Visual Seminar, which is continuously impressed, surprised and asking questions about
the visual environment of our daily urban existence.

The themes offered to the second group of fellows were defined as “The City, cultural
heritage and nostalgia” and “Images of labor, images of consumption”. These are
targeted at the memory of itself, which every city preserves. The Advisory Board selected
for realization the projects of the artist Krassimir Terziev and the group X-tendo, an
Association for city’s research with the means of the art. If the first two fellows Milla
Mineva and Luchezar Boyadjiev whose theme was “Sofia as a Sight”, were analyzing,
criticizing and directly interfering in the existing aggressive practices of urban
advertisement and self-advertisement through billboards and postcards, we are witnessing
now a “field research” in Sofia. The definition of locations, fragments, remnants and
memories that are keeping the characteristics of the city and are turning it into “a small
fatherland”, as we used to say in the past, are constructing a “collection” of samples,
which reconfirm for me the feeling that the city is not only a shared space for all its
inhabitants but also a combination of separate individual “cities”. These do not always
merge without conflict into a common whole. Their persistence raises the suspicion that
there is not yet and/or no more the city of Sofia outside of the private experiences, ideals
and dreams.

Within the working process of the Visual Seminar this is an important contribution as it
implies a certain kind of engagement in city life, which is based on research and reflection
over the individual position and perception. The engagement of the individual on such a
level is offered as a matrix of possible involvement in city life. Thus the second group of
fellows did not only materialize a research project but also provided a model for how to
activate the response of the single inhabitant of the city of Sofia to the city itself, as well as
to the agenda of the Visual Seminar.

This publication is presenting the results of the work of the fellows but it raises further
questions as well. We looked for some answers at the ongoing public debates* that
involved architects, artists, intellectuals, city politicians, and inhabitants of Sofia, each one
with his/hers views and local patriotism. Their statements and views provoked yet further
questions.

The third round of the Fellows Program of the Visual Seminar titled “Cliché as identity”
started in May 2004. The photographers Boris Missirkov and Georgi Bogdanov are
tracking “The Tracks of the Glorious Future” while Georgi Gospodinov, in collaboration
with Yana Genova, are building up “An Inventory Book of Socialism”. The Hotline for
Visual Irregularities is still functioning and we are collecting opinions and suggestions
from everybody who wants to contribute to the debate.

The Visual Seminar is trying to challenge and trigger discussions about what is happening
with this city where we are living and what is happening with all of us who live here. We
are still learning and discovering and there is no end to this kind of work.

lara Boubnova

* “Metamorphosis: market, excess and bodies on the stage of transformation”, a discussion of Alexander Kiossev’s
text; “Who deserves and who wants monuments?”; “Images of the city, images of capital”, “Can art and artists be
engaged and how does this happen?”.
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Kpacumnp Tep3ueB

N3BuHeTe,
Kon e To3m rpan?

MpoekT B 06nacTra Ha MHTYTUBHaTa
reorpadus

Mucns, 4e Moxe roHe eMIupuyHo ga ce
TBbPAY, Ye HALLETO eXEeAHEeBNe, HalUMST
MEHTAasIEH ONMUT, HaluUTe KYNTYPHU e3nym ca
JOMUHUPAaHN [HeC OT MPOCTPaHCTBOTO.
®pegpnk [keiMNCbH

,/13BnHETE, KoM e To3un rpan?“ e Budyan-
HO n3cnegBaHe Ha CBETa Ha e)xxegHeBue-
TO Ha efuH rpap B kpusa — Codus, bun-
rapusi. ToBa e Ha6IOAeHNe Ha NPUCHCT-
BMETO/OTCbCTBMETO HA NameT B MPOCT-
paHCTBEHUTE NPaKTUKK Ha obuTatenute
Ha rpaga, HabnogeHne, HaToBapeHo ¢
npes3ymnuusaTa, Ye NpoCTPaHCTBOTO Ur-
pae Ba)xHa pons B KynTypHUTE 1 COLMO-
MKOHOMUYECKN OBLLECTBEHN NPAKTUKKN 1

CTPYKTYypW.

B csos Tpya “The Production of Space”
(1974), AHpm Jlbodebp pasrnexxpa
(06LLEeCTBEHOTO) NPOCTPAHCTBO KaTto (06-
LLLeCTBEH) NPOAYKT 1 aedrHupa Tpu rnas-
HW KOHLIENLMM Ha CBOSI NMPOEKT — MpOCT-
PaHCTBEHW MPaKTVKK (HalwmTe Bb3Npus-
TVS), penpeseHTaummn Ha NPOCTPaHCTBO
(HawwnTe noen) n penpeseHTaTuBHM
NpOCTpaHCTBa (NpPOoCTpaHCcTBaTa Ha Xu-
BEEHE — MPEXNBEHUTE NPOCTPAHCTBA).
lMpocTpaHCcTBEHNUTE NPaKTUKN NPU HEO-
kanutanuama cnopeg JIbope6p npesb-
nblaear 6nm3kara acoumauus B 0603-
PUMOTO NMPOCTPAHCTBO MEXAY €XXeOHEB-
HaTa peasiHOCT (pyTuHaTa Ha e)xeHeBU-
€T0) 1 rpagckara peanHocT (MbTuwara un
MpPEXINTE, KOUTO CBbP3BaT pasfefeHnTe
MecTa 3a paboTa, YaCTeH XXMNBOT 1 Mo-
umBka). B cBoeTO n3cnegBaHe ce onnT-
BaMm Aa NoanoxXxa Ha aHanu3 TekywuTe
npoLecy Ha MyTauun B COUNanHNTe
NPaKTUKN 1 NPOCTPaHCTBaTa Ha XX1Bee-

EpuH punm

(WHCcueHMpoBKa Ha GunMoBa npoaykuus), 2004.
(Dortorpadus

A Film

(staging a film production), 2004. Photography

Krassimir Terziev

Excuse me, Which
City is This?

An intuitive geography project

| think that it is at least empirically
arguable that our daily life, our psychic
experience, our cultural languages,
are today dominated by space.

Fredric Jameson

“Excuse me, which city is this?” is a
visual exploration of the world of daily
life of a city in crisis — Sofia, Bulgaria.
This is an observation of the
presence/absence of memory in the
spatial practices of the inhabitants of the
city. It is an exploration which bears the
assumption that space has a major role
in the cultural and socio-economic prac-
tices and structures.

In “The Production of Space” (1974),
Henri Lefebvre studies the (public)
space as a (public) product and defines
three key concepts in his project — spa-
tial practices (our perceptions), repre-
sentations of space (our ideas) and
spaces of representation (spaces of liv-
ing — experienced spaces). According to
Lefebvre, spatial practices in neo-capi-
talism transform the close associative
link in the observable space between
daily reality (the routine of everyday life)
and city reality (the roads and networks
which connect the separate places for
work, private life and leisure. In my study
| attempt to analyse the current process-
es of mutation in the social practices
and spaces of living in a period of crisis
in the representations of space.

At the time of research, the city was
experiencing its fifteenth year of post-
communist existence. Until 1989 Sofia
was the capital of a “prosperpous”
socialist Bulgaria whose citizens met -
supposedly happily — the victory of real
socialism in the country in the 1980s.

After the collapse of socialism in 1989 a
period of transition to a market-oriented
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He B MepUoA Ha Kpusa Ha penpeseHTa-
LuMMTe Ha NPOCTPAHCTEBO.

Mo Bpeme Ha ToBa n3cneaBaHe rpagbT
n3XKMBSIBa NeTHageceTaTa roguHa ot
CBOETO MOCT-KOMYHUCTUYECKO CbLLECT-
ByBaHe. [1o 1989 rognHa Codusa e cTonu-
uata Ha ,npocnepupalia“ coumanncTu-
yecka bbnrapus, uumTo Xxntenu B cpe-
parta Ha 80-Te nmaxa wactmeTo ga noc-
pelwHaT nobenarta Ha peanHus counanu-
3bM B CTpaHara.

Cnepn 1989-a n konanca Ha KOMyHUCTK-
Yeckusi CTpoW 3arioyHa nepuop Ha ,npe-
X04“ KbM nasapHO opueHTMpaHa obLiec-
TBEHa cuctema. PagmkaneH B ckbcBaHe-
TO C NPEaXOfHUTE OBLLECTBEHN OTHOLUE-
HUS, NPEXOABLT 6€ NPUAPYXKEH OT cepun
OT MIKOHOMUNYECKN, KYNTYPHU N NONNTU-
YecKmn Kpusu, cneasaHn OT Kopynuus 1
Xaoc Ha BCcuukn HuBa. Codus kato cTo-
nuua (nocnegHa KpenocT Ha Kanutynu-
pawmTe UHCTUTYLMN N BXOA KbM ,6€3K-
panHuTe Bb3MOXXHOCTU® N3BbH CTpaHa-
Ta) NPeTbpnsA PS3KO NokaysaHe Ha Ha-
CeneHneTo B pe3ynTar Ha pacTawara
6e3paboTuua 1 LeHTpann3npaHeTo Ha
HOBUTE Kanutann n Nnpon3BoACTBEHU
codepu. Tosnm gemorpadpcku B3puB Ha
¢$boHa Ha ToTanHus ynagbK Ha NUHCTUTY-
unnTe AoBeae A0 rpaacka cpepa, ocra-
BeHa n3uano Ha YyaCTtHa U finyHa NHNLUKN-
aTtusa. Kato pesynrtat rpagbT ce pasna-
[a Ha pa3nokbCaHu NOpPeaAMUN OT NPOCT-
pPaHCTBEHN OpraHM3aumu, BCsSKa CbC
CO6CTBEHA NorvkKa, putbM 1 nNpasuna.

[MpoekTbT n3cnensa npouecuTe Ha aTo-
MU3UpaHe Ha rpaackaTa reorpadus, ap-
XUTEKTYpa U fIor1ka Ha npon3BOACTBO
Ha O6LLECTBEHO MPOCTPAHCTBO.

Codua He cbluecTByBa! Ta e camo 6ne-
fa abcTpakums, NPoekTupaHa oT UHCTU-
TyuMnTE, KOSITO HE ycnsBa aa ycToun Ha
TEUYEHNETO Ha ,peanHus xueot”. Coluec-
TBYBaT €AMHCTBEHO pparMeHTMpaHu
MecCTa, KbAeTo TpaBMupaHata namet
(vnn HemHaTa nunca — counanHaTta am-
He3us), BbOBPaXKEHNETO, MEUTUTE U Ha-
TUCKbT Ha eXXeJHeBHUTe Hy>Xan npeanns-
BMKBAT MOCTOSIHHW MyTauuu, NPeoTKpu-
BaHe 1 npe-gedpuHUpaHe Ha rpagckoTo
NPOCTPaHCTBO.

10

social order began. Concomitant with
this radical disruption was a series of
economic, cultural and political crises
followed by corruption and chaos on all
levels. Sofia as a capital (and as the last
bastion of the surrendering institutions
and as the gateway to the “endless
opportunities” abroad) suffered a sharp
increase of population as a result of the
growing unemployment throughout the
country and the concentration of new
capital and production spheres. This
demographic boom against the back-
drop of the total decline of institutions
lead to an urban environment that was
left entirely to private and individual ini-
tiative. As a result the city has been
breaking down into fragmented series of
spatial organisations each of which fol-
lows its own logic, rhythm and rules.

The project explores the processes of
atomisation in urban geography, archi-
tecture and the logic of production of
public space.

Sofia does not exist! It is only a pale
abstraction projected by the institutions
and it does not succeed in resisting the
flow of “real life”. What exists is only
fragmented places where traumatised
memory (or its absence — social amne-
sia), imagination and the pressure of
everyday needs bring about ceaseless
mutations, re-discovery and re-definition
of urban space.

The focus of interest in this situation is
how people use, destroy, and change
the material environment that surrounds
them; how people appropriate spaces
and turn them into personal surround-
ings, or inhabit spaces, which they have
in a sense squatted in without being
bothered about the deposits from the
past.

My observations on, and vision about,
urban space are not to be taken as a
scientific study. The only value that
could be attributed to them is the intu-
itions for an immediate connection to,
and experience of, space which special-
ists in the humanities do not perceive or
do not have the time to reflect upon.
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ToBa, KOETO NpefcTaBnsBa NHTEPEC B
Tasm cuTyauusi, e Kak xoparta 13nosi3ear,
paspyluaBar, NPOMeHST 3ao6ukanswara
maTepuanHa cpega. Kak npucsossar
NMPOCTPaHCTBA 1 M NPEBPbLLAT B JIMUEH
VHTEPVOP UNK 06UTaBaT 3aBapeHn Taku-
Ba, 63 Aa ca NPUTECHEHU OT HACNOEH-
ATa Ha MUHAmNoTO.

MowTe HabnoaeHns 1 BU3un BbpXy rpag-
CKOTO NPOCTPaHCTBO He MoraTt Aa umar
NpeTeHUMnTe Ha Hay4HO n3CrenBaHe.
EnmHCTBEHATa CTOMHOCT, Ha KOSITO Morat
[a ce HapgsBart, ca UHTyuumuTe 3a
AVPEeKTHa Bpb3Ka U NpexuBsaBaHe Ha
NPOCTPaHCTBOTO, 32 KOUTO crieumanuc-
TUTE OT XyMaHUTapHWUTe MoneTa Hamar
peLenTopu nnu Bpeme 3a pednexcus.

Mpouec

Ha6niopasanku mytauunte 1 pasnaga
Ha O6LLEeCTBEHNTE rPaACKN NPOCTPaHCT-
Ba, Ype3 potorpaduaTa u BUAeoTo pe-
rMCTPUpPaM YacTHU Crlyyam — KIloUuoBU
MecTa, KbOEeTO Ca KpucTanusnpanu pas-
NMYHK acrnekTn OT CBETa Ha exxegHeBue-
TO, O6MTAaBaHETO Ha rpaga u naeHTudmn-
KaumsaTa (Mnu oTkasa oT naeHTubmKaums)
C 06UTaBaHOTO MPOCTPAHCTBO.

EpHun oT mecTaTa ca cBugeTtencTaa 3a
ouensna oT MMHaNoTO uaeonornyecka
Hameca (oeTckaTa nnowapnka B CeBepeH
napk). [pyru ca cBupeTencrea 3a 6e3-
TErnoBHOCTTAa Ha HaCToAWETO (Heneran-
HUAT nadap npu CToyHa rapa unm n3oc-
TaBeHUTe Mo ynuunuTe aBTOMOBUIN — MO-
rat ga ce Ha6snogaBsar B Lenusa rpan).
TpeTu ca BbOGpaXkaemu fown cueHapum
3a 6bJeLLoTo pa3BuTMe Ha rpada u pe-
BaHLLa Ha Ob/ro NoATMCcKaHaTta npupoga
(MyTMpanu ruraHTCKu ynnyHu Kyyera)
WA CUMyNaTUBHW NPOCTPaHCTBa, obuTa-
BaHW OT MarHepHN XXUTenu (MacoBka-
Ta OT cTaTncTn cpen GUNMoB AEKOP B
KuHoueHTtsp ,,BosHa’)

Ha6niopeHnsa/Peakuun:

EnHo msacTo (oeTcka nnowanka)
CeBepeH napk, kB. Hagexxpa

efHoKaHasnHa Bnageo nHctanaums, 08:30 muH., Pal,
cTtepeo, DVD nnenbp, 25“ TV MoHUTOP.

Mapk 3a noumBka B nepudepusaTa Ha
rpapa, B TUNMYEH KBapTan Ha paboTHU-

Process

While observing the mutations and
breakdown of public urban spaces, by
video and photographic means | record
separate instances - key sites — where
different aspects of everyday life have
crystalised e.g. inhabiting the city and
identifying (or refused to identify) with the
space that is inhabited.

Some of the places are witnesses of an
ideological intervention of the past that
has survived in the present (for instance,
the children’s playground in the Northern
Park). Others are evidence of the weight-
lessness of the present (the illegal mar-
ket along the banks of the Perlovski
canal or the deserted cars in the

streets — these can be observed through-
out the city). A third type comprises fic-
tional bad scenarios about the future
development of the city or the revenge of
long-suppressed nature (gigantic mutant
dogs as the sole surviving city dwellers)
or spaces of simulation inhabited by
imaginary citizens (the crowd scenes
with the extras in the Boyana Studios)

Observations/Responses

A Place (a children’s playground)

The Northern Park in Nadezhda housing estate
Single-channel video installation, 08:30 min., Pal,
stereo, DVD player, 25" TV screen.

A leisure park in the periphery of the city
in a typical working-class neighbour-
hood. The unique spatial composition is
the result of urban planning and the
thinking mode of the socialist and social-
ly-oriented engineer. It is a bizarre con-
coction of romantically artificial (planned)
hillocks and military strategies. The
hillocks are well-organised and cut
across by canals and ponds which are
linked by nostalgic curved footbridges.
Highlights of the architectural ensemble
are the prop-like tanks, rockets, military
airplanes and canons arranged as if on a
battle field. All these items are made of
modules manufactured of the same
material: metal tubes whose diametre
ranges from 20 cm to 70 cm, and which
are painted in the basic colours — yellow,
red and blue. These are “devices for chil-

11
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yeckara knaca. YHuKanHa npocTpaHcT-
BEHa KOMNo3uumsa — pesynrar OT rpag-
CKOTO nnaHupaHe 1 MUCbITa Ha couma-
nucTmyeckmns coumaneH nHxeHep. Crtpa-
HEeH KOKTeunn OT POMaHTVKa Ha U3KYCTBe-
HW (NNaH1paHun) XbiMOBE 1 CTpaTerun Ha
601HN pencTeus. [Jobpe opraHn3vpaHu
Xb/IMYeTa ca NpeceyveHn oT U3KyCTBEHU
KaHanu n esepua, CBbp3aHu OT HocTan-
MMYHN ObroobpasHn moctyeTa. AKLEHT
Ha TO3M apXUTEKTYpeH aHcambbn ca ap-
MunTe OT 6yTadOpHN TAHKOBE, KaTioLn,
GOVIHN camoneTy 1 opbans, NOAPEREHN
KaTo B 6uTtka. Bcuukn Te3n obekTn ca
U3NbAHEHN HA MOZyNeH MPUHLUWN OT ef-
HakbB Matepwan — MeTanHu Tpbbu ¢ ana-
meTbp oT 20 go 70 cm, 6osancaHn B oc-
HOBHWTE LIBETOBE (KbJITO, YEPBEHO, CU-
Hbo). ToBa ca ,ypeaun 3a oeTcka urpa“ —
efdHa OT MpUYyanuBUTE OCTaHKN Ha Maeo-
NOrn3nMpaHoTo rPaacko naaHvpaHe, npu-
CbCTBaLla BCe OLLE B eXXeAHeBMeTo Ha
obuTaTenuTe Ha Ta3u YacT Ha rpapga.
YavBUTENHO € MacoBOTO MOCELLEeHNe, Ha
KOeTO Ce padBa Bce OLle Ta3u cLeHorpa-
dua. Bcekn noumseH geH Usnbnsa nno-
Lwagkara cbC cemencTea C geua, Hero-
fosuvpalum TparmyHara metagopa, B Kosi-
TO aKTMBHO yyacTsar.

EpnvH nasap (HuBaTa Ha peka [yHas)
CrouHa rapa, ,YepHusaT nasap“.
Bupeo nHctanauns, DVD, 10:48 muH., Pal, ctepeo

HeneraneH (MpopyKT Ha nuyHarTa MHULM-
atuea) nasap B LieHTpanHaTa yacT Ha
rpaga. lNpemuHaBanky npes panoHa Ha
CrouHa rapa B cb60Ta, MOXXeTe Ja Hab-
niogasare nny yyactearte B ,YepHua” na-
3ap, KOMTO Ce NMpoBeXxaa B KOPUTOTO Ha
Bnapanckarta peka. ToBa € abCONOTHO
LHeperynmpaHa“ KoHUeHTpauusa Ha
CTPaHHN Xopa ¥ CTOKU C HesICEH Npoun3-
X0p ¥ npegHasHaveHne. Tyk MoxkeTe ga
HamepuTe MOCTPU Ha Han-HeBbO6Pa3u-
MO 6e3Mone3Hn 1 3a6paBeHn 06eKTn Ha
yoBelLKaTa npogdykuus. BuHarn npeHace-
neH, TO31 nasap e MACTO Ha COXHW CO-
LpanHn OTHOLLEHUA — oT4asHue, ,,CBO60o-
AeH" TpyA, NameT/HocTanrus/amHes3ns,
KOHcyMauus (B MmyTupana gopma) 1
n3obpeTaTenHn TEXHWKN Ha oLensBaHe.
MasapbT MMa pspko NPOCTPAHCTBEHO
cutyupaHe B rpaga. PasnonoxeH B cpe-
farta Ha OKPBbXHOCTTa Ha KPbroBO KPbC-

12

dren’s play”- one of the fanciful rem-
nants of ideological urban planning,
which is still present in the daily life of the
city dwellers in this part of Sofia.
Amazing is the scale on which people
visit the park. Every weekend the play-
ground is full with families with children
unaware of the tragic metaphor they so
actively participate in.

A Market (the levels of the river Danube)
The “Black market” along the banks of

the canal at “Stochna Gara”

Video installation, DVD, 10:48 min., Pal, stereo

An informal (product of individual initia-
tive) market in the central part of the city.
Passing through the Stochna Gara area
on a Saturday you can observe or partici-
pate in the “black” market, which takes
place in the bed of the Vladayska river.
This is a wholly “unregulated” concentra-
tion of strange people and goods with
vague origin and purpose. Here you can
find samples of most inconceivably use-
less and forgotten objects of human pro-
duction. Always overcrowded, this mar-
ket is a place of complex social relation-
ships: despair, “free” labour, memory/
nostalgia/amnesia, consumerism (in a
mutant shape) and ingenious survival
techniques. The market is situated in a
unusual spatial manner in the city — it is
at the centre of a roundabout, below the
level of “normal” street traffic and it
appears to signify itself as an under-
ground place. Another implication of the
location is that passers-by as well as
drivers and passengers can see the
“arena of the spectacle” from above (like
spectators on the floors of the Colliseum
in Rome looking down at the plebeians).
The third peculiar spatial feature is the
Vladayska river — the canal in whose bed
lies the market.

This whole irrational and spectacular
spatial arrangement lead me to work out
my own system in order to interpret what
was happening under my eyes.
Somehow | recognised the river Danube
in the canal called Vladayska river. And
in the Natinal Radio broadcasts of the
level of the river Danube in centimetres,
which | remember from my childhood, |
somehow recognised the figures
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TOBWLLE, NOA PABHULLETO HA ,,HOPMASHO-
TO" YNNYHO ABWKEHME, TOW KaTo ye N ce
camoo603HauaBa kaTo underground
mscTo. [pyra nocnegmua ot ToBa pasno-
NOXEHUE € Bb3MOXXHOCTTA YIINYHUTE MU-
HyBa4yun n Te3n ot aBToMO6UNuTE na BUMX-
[aT ,apeHara Ha CcrnekTakbna“ otrope
(kaTo 3puTtenu ot eTaxute Ha Konnsey-
Ma, rmegjawm nneéewte ,Tam gony*). Tpe-
TaTa ,3abeneXxnTenHocT Ha naHgwadra®
Ha ToBa MAcTO € Bnapanckara peka —
KaHanbT, B YUNETO KOPUTO Ce € pasnoso-
XKnn nasapobr.

Lisanata Tasn npaumoHanHa 3pennwHocT
Ha NPOCTPaHCTBOTO Me AoBeae A0 u3pa-
60TBaHETO Ha COBCTBEHA UHTEPNpeTauu-
OHHa CMCTEMa Ha NPOYNT Ha TOBa, KOETO
ce cnyysa npepg nornega mu. Hakakcu
npuenaax B kaHana Bnapancka peka pe-
kaTta yHaB. A B npegaBaHeTo Ha Hauwm-
OHanHOTO paamo 3a HuBaTta Ha peka [y-
HaB B CaHTMMETPW, KOETO MOMHS OT AeT-
CTBOTO CW, NPUMNO3Hax undpute, Cbob-
LLaBaHN Ha 6bNrapcKu, PycKn n ppeHc-
KW, KaTO HMBA Ha TbProBCKUTE TPaH3aK-
LMn/60pCOBY MHOEKCU, OCBLLECTBABALLN
Ce Ha To3u nasap.

CT10 aprymeHTa 3a N3KycTBo B

006LLEeCTBEHOTO MPOCTPaHCTBO

Konekuus ot 100 poTorpadun Ha n3ocraBeHn
aBTOMOGUNM No ynuuuTe Ha Codus.

[unanopama, 6e3 3ByK / gurnTtanHa guanopamva 3a
VHTEepHeT cpeda (vacT oT http://www.cityscales.net)

ToBa e Moxe 61 egH OT MaNKOTO O6LUM
3HameHarenu, obeamHaBawy pasnuieHu-
Te rpagcku npocTpaHcTea. Pasxoxxaankum
Ce B KOSITO U [la e YacT Ha rpafa, YoBek
ce cbnbcKBa C aBTOMOGUNN 6€3 rymu,
~Ha TpynyeTa“, napkmpaHu TpanHo no
TpoTOapa, B rpaanHKN UIn Hanpaeo Ha
yNM4YHOTO nnatHo. Tosa ca cBupeTencT-
Ba 3a MacoBsa kKaracTtpoda OT 6/13KOTO
MuHano. Toea ca 06GeKTW, U3MbJIHEHWN C
MUKPO uctopun (CBugeTencTaa 3a cobe-
TBEHVK, enoxa, reorpadCcko MACTo, ce-
rawHo CbCTOsIHME Ha 06LLIECTBOTO).

Te ca 3acTuHanu Ha mecTara cu OT rogu-
HU 1 TpanHO 0dOPMAT 06/IMKA Ha rPaac-
Kute ynuuu. 3a ga nermtummupam TAXHOTO
NPUCHbCTBME M YCMOKOS TPEBOXKHATA pa-
LMoHanHa nonoBuHa OT UHTeNeKTa Cu,
n3nckealla obsiCHeHME Ha BCAKa LieHa,
as NpuBMASX B TAX NPOM3BEAEHNS Ha 13-

announced in Bulgarian, Russian and
French as levels of commercial transac-
tions/stock exchange indexes taking
place at this market.

100 Points in

Favour of Art in Urban Space

A collection of 100 photographs of deserted cars in
the streets of Sofia

Slide show for internet environment (part of
http://www.cityscales.net)

This is probably one of the few common
denominators which unify the dispersed
urban spaces. Strolling through any part
of the city one is confronted by cars with
out tyres, propped on wooden planks,
permanently parked on the sidewalk, in
tiny parks among residential buildings or
directly on the street. They are witnesses
of a mass catastrophe from the recent
past. The cars are objects filled with
micro stories (containing evidence of
owners, time period, geographical loca-
tion, the current state of society).

They are fixed permanently in their
places thus shaping the face of city
streets. In order to legitimise their pres-
ence and appease the concerned ration-
al half of my intellect demanding an
explanation at all costs, | recognised in
them art works in public space (a hybrid
between park sculpture and a gigantic
long-term collective happening).

The City of Dogs

(Post-urban landscapes)

A series of photomontages - 360° photographs,
4x150/20 cm. Colour inkjet print on paper /

360° panoramas for internet environment (part of
http://www.cityscales.net)

A series of photomontages featuring
mutant creatures (heirs of the street
dogs) as the only element that unites all
the areas and diverse spaces in the city.
The photomontages are 360-degree pho-
tographic panoramas from the city centre
(the park in front of the National Palace
of Culture) and the city suburbs (housing
estates Tolstoy and Druzhba) or of a col-
lage of tourist landmarks, all inhabited by
gigantic dogs (their height ranges from
around 6 feet to the height of a building
of 10-15 storeys). These inhabitants are
signs of the nature’s revenge (the irra-
tional) on culture (reason), and they

13
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KyCTBOTO B OGLLECTBEHO NPOCTPaHCTBO-
TO (XM6pua Mexay napkosa CKynntypa u
TMraHTCKN KONMEKTUBEH XEMbHUHT C Obfl-
rOCPOYEH MAaH).

F'papbT Ha Ky4yeTaTa

(MocT-ypbaHNCTNUYHM Nensarkm)

cepus OT GOTO MOHTaXKM — 360° poTorpadum
4x150/20 cm. MacTuneHo CTpyeH LBeTeH nevar B/y
xapTusa / 360° naHopamun 3a UHTepPHeT cpeda (4act
oT http://www.cityscales.net)

Cepust OT GOTOMOHT2XXW, NPeacTaBaLLn
MyTUPanu Cb3aaHns (HacnegHULUM Ha
YNNYHUTE KyYyeTa), KaTo eAUHCTBEH erne-
MEHT, 06eVHsABAaLL, BCUYKW PanoHN Ha
rpaga 1 pa3HopogHUTE My NPOCTPaHCTBa.
7360 rpagycosu ¢poTorpadpcku naHopamm
OT ueHtbpa (napka npea HAOK) n npear-
pagusTa (kK ToncTowm, XK dpyx6a) unu
Ha KoNaXkmpaHu TypucTuyeckn 3abene-
YKUTENHOCTW, HACENEHN C MraHTCKu (OT
YyoBeLKN pbCT o 10-15 eTaXKeH »unu-
LWeH 6nok) KyyeTta. Tesn o6utaTenu Ha
rpagja ca 3Hauum 3a peBaHLla Ha Npupo-
parta (MpauuoHanHoTo) Had KynTypara
(pasyma) n cbbyaaT BCUYKM CTPaxoBe,
nopoaeHn oT YyBCTBOTO 3a BMHA npen
3a6paBeHOTO paBHOBECMKE, OT EroLeHT-
puama n kombopTa Ha KOHCYMaT1BHOTO
cbliecTByBaHe — peHOMEH, Npuao6un
NCTEPWYHM acoumaummn B rpafckoTo noa-
Cb3HaHue, gosenu 0o GabprkyBaHeTO Ha
reHepaumu ¢bunmn Ha yxacute, cébasa-
LM ce npeackasaHns 3a NpupoaHu 6en-
CTBUA NN Yy>Kan nHBasnn. He 3Has nma
N NPOHKS B NPEBPbLUAHETO Ha o6pa3sa
Ha Te3u ynnyHu obuTaTenu B Knuwe 3a
Hawwws rpag B TUpaXxvpaHuTe OT 3anag-
HUTE mac-megun ,penoptaxn” ot Codpus.

EponH dunm

(MHCLEeHMpoBKa Ha ¢unmoBa NPoayKLWS)
[BykaHanHa smgeo nHctanaums, DVD, Pal, ctepeo,
27 MuH, 200/500 cm

3a pasnvka oT onvcaHuTe No-rope npo-
n3BeneHVs, B KOUTO AOKYMEHTUpam pe-
anHu rpaacky cuTyauum ¢ MUHUManHa
Hameca, TYK CUTyauusTa e U3usno MHC-
LeHMpaHa.

KakTo cnomeHax no-rope, ,EgnH ¢punm*
€ GUKUMA C JOKYMEHTAasNIEH XapaKkTep —
UMaruHepHW XXUtenu (NpeactaBuTenu Ha
cMecuua OT UCTOPUYECKUN enoxm) obuta-
BaT BbOGparkaeMo rpafCcko NpOCTPaHCT-
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awake all the fears generated by the feel-
ing of guilt about the forgotten equilibri-
um, by the egocentrism and comfort of
consumerist existence. The stray dogs
are a phenomenon that has taken on
hysterical associations in the urban sub-
conscious that have lead to the fabrica-
tion of generations of horror films that
come true in predictions about disasters
or invasions by “the others”.

| do not know whether there is any irony
in turning of the image of these street
inhabitants into a cliché about our city in
the “reports” from Sofia that appear in
Western media. In the recent past stray
dogs have been the media image for
countries like Bulgaria or Romania, dis-
tributed in Western tabloids and televi-
sion reports from this part of he world.

A Film

(Staging a film production)
Two-channel videoinstallation, DVD, Pal, stereo,
27 mMuH, 200/500 cm

As | already mentioned, “A Film” is a
documentary fiction — imaginary ctizens
(a representative mixture of historical
periods) inhabit a fictional urban space
(sets that have already been used and
are half-destroyed). This is a vision about
those who have not found their
place/time in the city. It is also an analy-
sis/questioning of the authenticity of
memory, a gesture of dealing with visual
ideas about the past which are to a
greater degree associated with feature
films than real documents. The aim is to
create a product on the verge of reality
and fiction with second-hand means (set
and costumes that have already been
used, and which have remained in the
Boyana studios from past productions)

“A Film” uses the strategy of appropria-
tion borrowing the economics and logis-
tics of film industry. Essentially, the
process is that of directing group scenes
in filmmaking. In it the cameras are not
directed to the characters of the story
(main or supporting) but to the extras.
Instead of acting and identifying with the
characters, the goal is to recreate a situ-
ation with the help of large numbers of
temporarily hired extras. They are the
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BO (ynoTpebeH 1 nonypaspyLueH AeKop).
ToBa e BU3us 3a T€3U, KOUTO He ca Ha-
Mepun CBOETO MsCTO/BpPEME B rpaga.
ToBa e n aHanns/nognaraHe Ha CbMHe-
HVe Ha aBTeHTUYHOCTTa Ha NnamMeTTa —
60paBeHeTO C BU3yanHu NpeacTasy 3a
MUWHaNoTo, KOUTO ca acoumaLun No-CKo-
PO OT GUIMU, OTKOSIKOTO OT peasiHu fo-
kymeHTU. Llenta e cb3gaBaHeTo Ha npo-
AYKT Ha pbba Mexxgy peanHocT n GUKLMs
CbC cpefcTBa oT ,BTOpa pbka“ (Beue ns-
Nnons3BaH JeKop M KOCTIOMMW, ocTaHanu B
rappepo6a Ha KnHoueHTbpa oT MuHanm
NpoayKLumK).

»EAMH dunm“ nanonsea crparernara Ha
NPUCBOSBAHETO, 3aeMankn MKOHOMMKaTa
1 noructukarta Ha punmosaTa NHOYCT-
pus. MNMpouecshT NpeacTaBnsBa pexxmcypa
Ha MacoBW CLEHWN B KMHOTO. B Hero ka-
MepuTe He Ca HaCOYeHU KbM repoute Ha
nctopusaTa (rnaBHN AN BTOPOCTEMNEHHM),
a KbM MacuTe. BmecTo akTbopcka urpa u
BXNBSIBAHE B PONUTE CE TbPCU NPECDH3-
JaBaHe Ha cutyaums ¢ NOMOLLTa Ha Ma-
CUBW OT HUCKOMNATEeHN, BPEMEHHO HaeTun
ctatuctu. VimeHHo Te ca o6ekTa Ha UHTe-
pec B Ta3u npopykums. ToBa ca 06UKHO-
BEHU X0pa, HeNnpodeCcnoHanncTn ¢ BbH-
LWHX Ha ,,KMHOTO® MOTMBM 3a yyacTue B
npoueca Ha dunmosarta NpoayKUms.

Mpouec

OpraHusnpaHe Ha ,peanHa KUHOMPOAyK-
umsa“ c dopmmpaHe Ha ekur, o65BK 3a
HabupaHe Ha CTaTUCTU, KACTUHI Ha KaH-
amaaTtiTe, opraHn3aums Ha eaviH nmbheH
CHMMauJeH feH. 3a CHYMayHa npolagka
e nsnonssaH KuHoueHtsp ,bosHa“. B

8 uaca cyTpuHTa ce cbbupart 50 ctaTtuc-
TW, 06neYeHn B KOCTIOMU OT rapaepoba
Ha KMHOLEeHTbpa 6e3 ornea Ha TexHus
NCTOPUYECKMN, HALIMOHANEH NN KyNTYpEeH
nponsxogd. [pynara e otBegeHa B €AuH
OT BbTPELUHNTE ABOPOBE U € OCTaBeHa B
cuTyaums Ha oYakBaHe Ha UHCTPYKLUMUN 1
Hauyano Ha CHUMKW. TakmBa UHCTPYKLMN
HUKora He ce pasar. [1Be kamepu CHu-
MaT B 06L, 1 6NM3KK NIIaHOBE NOBeOEeHU-
€TO Ha CTaTuUCTUTe, TEXHUTE peakumu,
B3aVMOOTHOLLEHNATa nomexay um. EgHa
Kamepa oTpassea npoueca Ha NoaroTos-
Ka 1 n3nbnHeHue Ha npogykumsata (mak-
ing). ®oTokamepa 3anevyarTBa CTaTUYHU

focus of interest in this production — the
ordinary non-professional people whose
motives for participating are external to

the process of filmmaking.

Process

The project stages a “real film produc-
tion” with shaping a production team,
release of a call for extras, casting of the
candidates and organisation of a full
shooting day. The stage is a film set,
built and used by previously shot italian
film production in “Boyana” Film Centre
(the main infrastructure facility in local
film industry). The extras are dressed in a
stage costumes from the specialised
wardrobe of “Boyana” Film Centre (a col-
lection of historical costumes left from
film productions in the past decades). At
10 A.M. the group of 50 extras is lead to
the film set and left there to wait for fur-
ther instructions and a signal for the start
of the “action”. Such a moment never
comes. Three cameras from different
angles follow the behaviour of the peo-
ple, during all the long hours of waiting.
This process goes on for 5 hours. Then
the group is dismissed without further
explanations. The dual channel DVD
Installation “A FILM” shows this
sequence of time, while all these people
are waiting and do nothing, but only wan-
der around on the edge between fiction
and reality.

The possible directions for an analysis in
the filed of film industry lie in several par-
allel planes. First, this is an exploration of
a recycled cinematic image (containing
zero levels of drama), it looks at the con-
ventions of film industry and at the econ-
omy of the internal system of filmmaking.
Second, by completely discarding the
dramatic content (the scenario which is
expected) together with the frivolous use
of representations of all sorts of histori-
cal, cultural and social contexts in the
costumes, the focus is shifted to the ten-
sion between the expectation for things
to “fit” into the frame of normality, and
the reality of “nothing happens” or “there
is something wrong here”.

Observing the behaviour of the extras
plays an important part in the process as
well as the combination of psychological
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Kaopu OoT CHUMayHata nnouanka. Tosu
npoLec npoab/mkasa 6 yaca. Crnep ToBa
rpynata ce pasnycka 6e3 AOMb/HUTENHN
06ACHEeHNS.

NHTepecysa me dpunmmpaHeTo Ha To3u
OTPSA3bK OT BPEME, B KOWTO BCUYKMN TE3N
X0pa 4yakart 1 He NpaBAT HALLO ApYro, oc-
BEH ia ce MOoTasAT HaoKono B eAHO 3aTt-
BOPEHO NpocTpaHcTBO. Ha 6a3arta Ha
3acHeTns maTtepuan ca Nnpous3seaeHu ce-
pus ot poTorpadckn 1 puamosn npe-
3eHTauun (cepus ronamopopmaTtHn Go-
Torpadun, Konvpatuy xaHpa nctopuyec-
Ku 6atanHun cueHn, GuaMosm MHcTana-
LMW, MHTEPBEHLUMW B NyBANYHO NPOCT-
paHCcTBO B Ayxa Ha expanded cinema).

[NocokunTe Ha aHanu3 B MNOSIETO Ha KMHO-
WHOYCTpUSiTa ca B HAKOJKO napanesiHu
nnaHa. MbpBO, TOBa € u3cnensaHe Ha
PELMKINPaHOTO KNHON306parkeHne
(Hyna gppamaTtu3bm), M3cnenBaHe Ha KOH-
BEHUMWTE Ha KNHOMHOYCTPUATA U UKOHO-
MMKaTa Ha BbTpellHaTa cuctema Ha Ku-
HONpoOu3BOACTBO. BTOpO, n3npassanku
APamMaTMYHOTO CbAbpXXaHue (OYakBaHUs
cueHapwuii) 4o Hyna 1 GpuUBONHOTO NON3-
BaHE Ha BCSIKAKBM Bb3MOXXHW NCTOPU-
YeCKWn, KyNTypHU 1N counanHn KOHTEKCTU
B KOcTiomMmuUTe, GOKYCbT Ce n3mecTsa
BbpXY HaNpeXXeHNETO MEXAY OYaKBaHWs-
Ta HelaTa Ja cbBrnagaT B pamMKuUTe Ha
»HOPManHoTO“ 1 peanHocTTa Ha ,HULWO
He ce cnyusa“, U NMbK , TYK MMa HeLo
rpewHo”.

BaxxHa pons B npoueca nrpae npocrne-
AsBaHETO Ha NOBEOEHUETO Ha MacoBKa-
Ta. Tyk ce Tbpcu KOMBMHaLMATa Ha nNcu-
XOMNorMyeckn NOPTPETN 1 cnedeHe Ha
BbTPELUHUTE BPb3KM B OBLLUHOCTTA.
Ba>kHO e 1 MACTOTO Ha cnyyBaHe Ha
npoekta — KnHoueHtbp BosiHa, kato oc-
HOBHa UHGPAaCTPYKTypHa egnHuLa Ha
6bNrapcKOTO KMHO, KAKTO 1 MON3BaHETO
Ha rapaepoba My, CKnaamparn KoCTIoMM
OT MUHaNn 6bJ‘IrapCKI/I KnHonpoaykunn.

portraits and the internal links of interac-
tion within the group.

Significant is also the place where the
project is happening — “Boyana” Film
Centre - as an infrastructural unit of
Bulgarian filmmaking as well as using the
costumes available at the studios from
past Bulgarian film productions.

Epun na3sap (HvBata Ha peka [yHas), 2004

Kapbp ot BMpeo (Ha cneapalyata CTpaHuLa).
Kananbt npu CtouHa rapa, dotorpaduu (zony).

A Market (the levels of the river Danube), 2004
Video still (on the next page).

The canal at “Stochna Gara”, photography (bellow).
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OwnaHa MonoBa
[MporHo3a 3a Codoma

B npoekTa cn ,13BuHeTE, KON € TO3M rpag?”

Kpacumup Tep3nes yecTto nsnonssa gymu-

Te ,MHTYUTUBHO" 1 ,u3cneasaHe”. B cbueta-

HME Te 3By4aT Kato OKCUMOPOH, HO BCbLL-

HOCT [OCTa TOYHO OMMCBAT KaKTO MpoLeca,

Taka n pesyntatute. [loHayano xynoxxHu-

yeckara UHTyULMs CUITHO Me pecnekTupa —

TS HE Ce Hy)Xaae OT HaTpynsaHe Ha dakTu,

3HaHMA U aHanM3K, 3a Aa Hanpasu o6LoBa-

nuaeH n3eop, a NoHsKora u n3HeHaaBsallo

TOYHa NPorHo3a 3a 6baelo passutue. OT

Apyra cTpaHa, B KOHKPETHUS Cnyyan Xyaox-

HUKBT Ce e okKa3an 6ykBanHO Hacpef 06ek- l3BuHeTe, Koii e To3u rpap?, 2004

Ta CW, KOWUTO € ,reorpadpckn® n KOWTO ro Excuse me, Which City is This?, 2004

aTakyBa C MHOXECTBO daKTu, U3KyllaBanki  www.cityscales.net

ro KkeM nscnensaxe. V Ton ro npegnpuema,

KaTo npasu obuyanHarta 3a HayyHuTe Tpy-

[I0BE YroBOpKa, Ye ,HAma npeTeHumn 3a navepnartenHoct”. Moxe ga ce kaxe, 4ye npoek-
TbT Ha Kpacumup Tep3ues neyenu oT OKCUMOPOHA: JOKATO ,KPbXN“ OKOSIO Hero, 3puTe-
nAT € cBO6OAEH fia Ce Brycka B CBOU UHTyUUMK, Aa fobaes cBou dakTu, fa Aonbfasa ns-
BOAMTE, Aa NPOObIDKM MPOrHO3UTE B MPOM3BOJIEH NOPAAbK U 6€3 HMKAKBa nocnegoBaTen-
HOCT. 3aWoTO MEXOYBPEMEHHO € MPUMNO3Han NPOeKTa Ha XyAOXHMKa KaTo cBon. Tyk e 1
OCHOBHaTa OnacHOCT, KOSITO Ce Nopakaa CbLLo OT OKCMMOpPOHA: CBO6oAaTa Ha 3puTens
[a ce NpeBbpHE B NPON3BO.

KoeTo Bnpouem Beue ce cnyun. KyntypHOTO npunoxxeHue Ha B. ,Kanutan® (6p. 15, 17-23
anpwun 2004) cu npuceon npoekTa Ha Kpacumup Tep3nes Kato Tema Ha 6pos, a
nuwellata Tam Kata AtaHacosa cu npucsoun n Coopus B ctatuata ,,Otrosapsm: MosT
rpag” — nokasBamnku HarnegHo Kak ,xopata Cu NpucBOsiBaT MPOCTPAHCTBA U M1 NPEBPb-
Lar B nnyeH nHtepuop“. B cnyyas n B nnyeH cnomeH. VIHTepecHo e, ye camoTo yrnomeHa-
BaHe Ha Codusa aHeC e NMOBOA 3a BNyckaHe B peMuHucLeHumn 3a Codusa oT MUHanoTo, B
CaHTMMEHTa Ha OEeTCTBOTO, B MbApOCTTa Ha 6abata 1 60pa, KakTo e B uitmpaHara cra-
Tns. MNMpobnembT €, e TOBa NPUCBOSBAHE HE ObPXXM CMETKa 3a YykauTe 6aba u 60p,
OS00 W nnina, CTpUHKa 1 Tonona v T.H. To € 6e30rnefHo U eroucTuYHO, NOTBbPXXAABA, Ye
)KMBEEM TyK C Harflacarta Ha MHOVMBUAM, a He Ha rpakgaHu. A3 ce cumMTam 3a no-tonepaH-
THa NO OTHOLUEHME Ha NNYHKA cu rpad. Korato Hanpumep cu meutas ynuuute ,bopuct,
Lnancton“ n ,MapueBny” ga 6baaT pa3uncTeEHN OT OENCTBALUM 1 HeQencTealm Konu, 3a
[a BMUOSA panoHa Kato B MOETO AETCTBO, MOra faa cu npeactassa u gpyra cutyaums. Hanpm-
Mep, Ye ako Mo HAKaKBa Marus pa3vymcTBaHETO Ce CIyun, Crief BPpEME HAKOWN Os00 we
pasnpaBs Ha geuata: ,Korato 65X ManbK, TyK 6eLe MbaHO C pa3HOLBETHW KONK OT BCS-
KakBU MapKu, Cpef kouto obuyaxme Aa urpaem Ha kpuveHuua. Mimawe n eguH ctap Mock-
BMY Ha TpynyeTa, Nof KOMTO BCAKO NATO KBapTanHarta Kyyka Jlnsa oTrnexxgalle mankute
CU 1 HE MHOTO M ce pafBaxme...“ TOeCT KaTto YOBEK C BbOGpaXKeHNe, a3 mMmora a cu
npeacTass Hag MUIVOH PasfnyHy IMYHU CMIOMEHW, TpPagoBe 1 MeYTU, HO Me MHTepecyBa
O6LLOTO — TOBA, OKOJIO KOETO KaTo rpaxkaaHu MoXem Aa ce cbrnacum, ye e Coous.

cTp. 24 — 25

Cto aprymeHTa 3a 3KyCTBO B 06WecTBeHOTo npocTpancTBo, 2004. DoTorpaduu
pp. 24 — 25

100 Points in Favor of Art in Urban Space, 2004. Photography
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Diana Popova
A Forecast for Sofia

In his project “Excuse me, which city is this?” Krassimir Terziev often uses the words
“intuitively” and “study”. As a combination they seem like an oxymoron, but actually they
describe the process and the results quite precisely. | have always had great reverence
for the intuition of artists — it does not need an accumulation of facts, knowledge or analy-
ses in order to draw profound conclusions or to sometimes make a surprisingly accurate
forecast about the development of a process. By contrast, in this case the artist finds him-
self literally amid the object, which is a “geographical” one, and which bombards him with
a number of facts tempting him to explore. And he does carry out an exploration with the
statement so typical of academic studies that he does not set out to be comprehensive.
One could say that Krassimir Terziev’s project gains from the oxymoron: while “circling”
around it, the viewers are free to embark on, and follow, their own intuitions, to include
their own facts, to add to the conclusions and to develop the forecasts at random. This is
because in the mean time the viewers have recognised the project of the artist as theirs.
Here lies the main danger which is also generated by the oxymoron — to turn the freedom
of the viewer into anarchy.

Which, by the way, has already happened. The issue of the Kapital newspaper arts and
culture supplement from 17 — 23 April 2004 has appropriated Krassimir Terziev’s project as
a recurring topic, and Katya Atanasova has appropriated Sofia as well in the article
“Answer: “This is my city”” providing an example “how people can turn spaces into their
personal surroundings”. In this case they turn them into a personal memory, too. It is inter-
esting that the very mentioning of Sofia today is an occasion to immerse oneself in remi-
nisces about the Sofia of the past, in the sentiment of childhood, in the wisdom of the old
woman and the pine, as it is in the case of this article. The issue at stake is that the
appropriation is not related to another person’s grandmother and pine tree, grandfather
and lime-tree, or auntie and poplar, etc. The appropriation is ruthless and selfish, it affirms
that we live here as individuals not as citizens. | consider myself to be more tolerant with
regard to my personal city. When | dream of the streets Boris, Parchevich and Gladstone
as being rid of all the cars so that | can see the area as it was in my childhood, for exam-
ple, | can imagine a different situation. For instance, | can imagine that if by force of magic
the cars indeed disappeared, at some point an old man would be saying to the children
from the neighbourhood: “When | was a little boy, this place was full of colourful cars and
we used to play “hide and seek” around them. There was an old Russian car propped on
wooden planks and under it the street cat Lisa reared her kittens. Oh, what fun we had
with them ...”. In other words, as an imaginative person, | can imagine over a million per-
sonal memories, cities and dreams, but | am interested in that which, in the aggregate, we
as citizens can agree to be Sofia.

In May three of my students chose Krassimir Terziev’'s exhibition at the ATA centre as the
frame of reference of an examination task. It is interesting that as artists they were pro-
voked not so much by the specific visual images as by the people these images refer to.
“There is a theory that in order to live happily in a city, its population should not be over
30,000.” (Zornitsa Piskuliyska). Sofia is “an environment that has no present” (Milla
Stoeva). “There is nothing that unifies or provides an identity for the person in Sofia”
(Elena Tomova). Further on, while reflecting on the reasonable question “Why should this
be Sofia — there are other cities and capitals that have illegal markets, stray dogs, or frag-
mentary spaces without any link among them?”, we affirmed Krassimir Terziev's conclu-
sion that “Sofia does not exist”. Because while other cities and capitals (which we have
visited) have a city centre — a group of buildings and/or historical monuments - as a char-
acteristic feature, our capital definitely lacks any. What | have in mind here is not just an
administrative centre or a geographical site, but a positively and emotionally perceived,
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lMpe3 man B pamkuTe Ha U3nNuTHa 3agada TPU MOV CTYAEHTKM Ce Hacoumxa KbM U3noxeéa-
Ta Ha Kpacumunp Tep3snes B ATA ueHTbp/NICU — Codus. VIHTepecHOTO 6€, ue Te, BUaenkn
camMmumnTe XyooXXHuun, 6axa NPOBOKMpPaHN He TOJIKOBa OT Noka3aHaTta KOHKpeTHa BU3us,
KOJIKOTO OT Xopara, KbM KOWUTO Ta npenpauwa. ,/ima Teopus, ye 3a Aa xuBeew WwacTimeo
B rpag, >Xutenute He 6u Tpabeano ga 6vaat noseve ot 30 000“ (3opHuua MNuckynuincka).
Codus e ,cpena ot xopa 6e3 coBpemue” (Muna Ctoesa). ,Hama Hewwo, koeTo aa obeau-
HSiBa 1 Aa AaBa MAEHTUYHOCT Ha codusiHeua“ (EneHa TomoBa). No-HaTaTbk, pa3cbhxaa-
Bankun OKOJI0 CbBCEM PE30HHUS BbMNPOC ,3allo HancTuHa ToBa ga e Codus — v B apyrm
rpagoBse 1 CTOMUUM UMa HeneranHu nasapuv, 6e30oMHU KyyeTa, dparmMeHTapHn mecTa 6e3
Bpb3Ka nomexxgy cu?“, notebpamxme nssopa Ha Kpacumunp Tep3ues, ye ,Codus He Cb-
wecTsyBa“. 3awoTo ako apyrnTe rpagose u CTonmum (B KOUTO CME XOAMW) nvat

LEeHTbP — rpyna crpagn 1u/unu NCTOPUYECKN NaMeTHULM — KaTo OTnnunTeneH 6ener, 3a
KOWTO >KUTENUTE Ca CbINacHM, Ye e TakbB, TO HawaTa onpegeneHo Hama. CtaBa gyma He
NPOCTO 3a agMWHUCTPATMBEH LIEHTbP UK reorpadcka Touka, a 3a NooXKUTENTHO eMOLMO-
HanHO Bb3MPUEMaHO 1 06UTaemMo 06O MACTO. Jluncarta Ha TakoBa MAcTo B Codus Heuns-
6eXXHO 3acunBa TeHgeHUMuTe Ha dparmeHTpaHe, pasnag v IMYHO NpucBosiBaHe Ha
NPOCTPaHCTBOTO.

Codus e ,camo 6nega abCTpakLms, MPOEKTMpaHa OT UHCTUTYLIMUTE, KOSTO He ycnsBa Aa
YyCTOM Ha TEYEHNETO Ha ,peanHus xunsoT*“ — nuwe Kpacumup Tep3nes. TyK He CbM Cbr-
nacHa ¢ Hero. 3aLloTo NHCTUTYLMUTE BbOGLLE HE Ce ONWTBAaT Aa ycToasar 1 da ,yabpxar”
rpapa, a HanpoTXB — C NPOEKTUTE CK yyacTear B pasnaga HapasHoO C nHamsuauTe. B noc-
negHnTe gecetuHa rogmHn Codpurckara ob6LwyHa Cb3paae HAKONKO pa3HOBPEMEHHM U
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Epun ¢dunm (nHcueHupoBKa Ha dunmoa npoaykuus), 2004. Kagbp ot BUaeo
A Film (staging a film production), 2004. Video still

shared, and inhabitable place. The lack of such a place in Sofia inevitably reinforces the
tendencies toward fragmentation, breaking down and personal appropriation of spaces.

Krassimir Terziev writes that Sofia is “only a pale abstraction projected by institutions
which is not capable of resisting the flow of “real life””. | do not agree with him on this
point. Institutions do not even attempt to resist and to hold the city together, on the con-
trary, with their projects they take part in the breakdown on a par with the individuals. In
the last ten years the Municipality created several fragments in different styles and from
different time periods: Pirotska Street and the square in front of the Central Baths, the
fountains in front of the former King’s Palace and in Slaveykov Square have been “recreat-
ed”. With ambitious consistency kitschy elements have been introduced in the Stalinist
architecture of the area known as the “Largo” (situated between the Sheraton hotel and
the TSUM shopping centre — tr.)... Unlike the ordinary city inhabitant, the Sofia Municipality
can afford massive fragmentation and breakdown, and its business contacts increase the
scale. The levels of project activity have risen in the National Assembly and the Ministry of
Culture but, fortunately, there are no project outcomes yet. Against such a backdrop the
children’s playgrounds equipped with swings, slides and the like from the arsenal of World
War Il are innocence itself, a dear museum memory from times more regulated (even
though it is not clear who designed those playgrounds at some point in the 1980s accord-
ing to the archives of the local municipality).
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pasHoCTUNHN dparmeHTa B rpaga: yn. ,MNupotcka“ n nnowana npen LieHTpanHa 6ans;
»,Bb3CTAHOBN" POHTaHa, HsAkora npep [Bopeua, Ha nn. ,CnaBenkos®; ¢ ambuumosHa noc-
nepfoBaTenHOCT BHACA KUYO3HM eNIEMEHTN Npen CTanuHUCTKaTa apxmuTekTypa Ha Jlapro-
TO... 3a pa3nuka oT 06MKHOBEHUS O6UTATEN Ha rpafa, obLiMHaTa uma Bb3MOXHOCTY 3a
mMalabeH pasnag n dparmeHTpaHe, a KOHTaKTUTe C 6U3Heca UM Npraasat AOMbHUTE-
neH pa3max. AKTUBHU B NpoekTHaTa cu aenHocT 3a Codus Hanocnenbk ca ouwe MNapna-
MEHTLT U MHUCTEPCTBOTO Ha KynTyparta — 3a WwacTue 3acera Ao peanusaumnmn He ce e
cturHano. Ha to3n ,boH" getckara nnowagka c KaTepyLlku oT apceHana Ha Bropata
CBETOBHA BOWHA € camaTa HEBMHHOCT — MUJT My3€€H CMOMEH OT No-pernameHTpaHn Bpe-
MeHa (Makap Aa He e ICHO KOW TOYHO € HErOBUAT aBTOP, Cb3aas ro HSKbE B HAYanoTo
Ha 80-Te cnopen AOKYMEHTMTE B MeCTHaTa ObLUMHA).

Pas6upa ce, He TpsiGBa Oa NpeHebpersamMe nuyHaTa nHuumaTiea Ha no-HUCKW HUBa, Npeg-
cTaBeHa BbB BUOeOTO ,EanH nasap”. Korato 3a nbpBY MbT ro rnegax, npeanonoxux, vye
aBTOPbT € M3Non3Basn 6loNeTMHa 3a HMBOTO Ha peka [yHaB B CaHTUMETPU, 3Haenkun 3a
HyHaBckaTta notapus. Okasa ce, ye He e vyBan 3a Hesl. Taka a3 ce conbckax ¢ nopegHus
NPOBGACHK Ha XyAOXXHMYeCcKa MHTyuums. 3a [lyHaBckaTa notapus My paskasaxa npegu Hs-
konko roguHu B Pyce. Mocne mu nonapgHa cn. ,1“ (Ne 2, man 2002), KkbgeTo B cTatusaTa
~JyHaBcku urpun“ l'epacum NnataHoB pasrnexaa nctopusta 1 pasBuUTMETO Ha NoTapusTa,
KaKTO N HAYMHWTE Ha 3anaraHe B MMHANOTO 1 cera. [JOKONKoTo pasbpax, neyenu Tosu,
KOWTO € Jan Han-6nmn3kn CTOMHOCTU J0 Te3n 3a AeHs. Jlotapusita ce NnpoBexxaa Cbllo Ha
pas3nuyHn H1Ba. ABTOPDBT Ha cTatuaTa uMTUpa HabniogeHnaTa Ha NaBKamKus Kpam BOEHHO
nofeneHve Bbpxy BOMHMLM OT KpanayHaBCKUTE Cenuiia, KOMTo BCEKU cnepoben ce cbbu-
panu B CcTasta Ha AeXypHus, 3a Aa cnywat paguo, cnef KOeTo npasBenu HeobmnyanHo ro-
nsm o60poT B NaBkara. ,BegHb eduH OT TAX, AoKapaH A0 PeB, Npe3 KU NCYBHW OTHOCHO
Moxau n 3emyH, nopbuan 140 TyHkBaHN Bapan.“ HanomHsa ce 1 3a cnoBallkus nunep
Bnagumup Meuunap, konto npes 2001 npeanpuen ,4yBCTBUTENHA MHTEPBEHLMS BbPXY HU-
BaTa Ha [lyHaBa... C N3HeHaaBaLLoTO 3a NPaBMTENCTBOTO Ha CO6CTBEHATa My CTpaHa ef-
HOKpAaTHO M3TouBaHe Ha uan a3osup kpan KomapHo“. No-HaTaTbK B cTatuaTa ce noco4vsar
cainToBe B VIHTEpPHET, AOCTLMHM Camo C napona (He CbM v NpoBepsBasna, joBepsiBam ce
Ha aBTopa): cTaTncTMKaTa 3a NocewaemMocTTa Ha eanHNa OT TAX € TBbPAe pecnekTupalla,
»3a Aa nosspeame, ye 24 300 oy QHEBHO Npe3 MOGUnHUTE cu TenedoHn ce uHdopmmpar
3a HuBara Ha [lyHaBa, NoHeXXe HaBurMpar rno Hero 1 ToBa MM € Hy>KHO".

Bpb3kaTa Ha [lyHaBckusa 6loneTvH 1 nasapa B KaHana Ha Bnapavickara peka e cbBCcem
npska. / B gBara cnyvyas ctaBa gyma 3a yCBOsiBaHe Ha O6LM 1 06Lonone3Hn Hewa (mec-
Ta, NPOCTPAHCTBA) 32 CbMHUTENHN AEVHOCTW OT MOPSAbK, KOWTO € TBbpPAE pPasfuyeH oT
MbpPBOHAYANHOTO NpefHa3HayeHne. O6ce6BaHETO Ha MYGIMYHOTO 3a NIMYHO MON3BaHe
BOAOM OO Cb3AaBaHe Ha 3aTBOPEHW NPOCTPaHCTBA 1 O6LHOCTU, B KOUTO HEMOCBETEHNUTE Ce
uyBCTBaT HexxenaHu. KaHanst Ha Bnapanckara peka e KpaeH 1 3atoBa TOUYEH nNpumep 3a
TO3u npotec. 1 Bbnpekmn ye a3 camata He CbM NON3Bana KaHana npsko B n3HavanHara
My BUTHOCT (MOn3Ba CU ro pekara), C nekoTa mMora aa npusuas B To3u o6pas Mpaackata
rpaguHa Hanpumep. Bcako nato yetupm OT HEMHUTE OCEM BXOAa Ce 3aapbCTBaT C Macw,
CTOJIOBE, Yagbpy U TEHTU Ha NeT 3aBeAeHus. Tasn rognHa NeTusT Bxon 6e yCBOEH, 3aeHO
c 1/3 oT rpagmHaTa, 3a Hy»xamTe Ha HoBonocTpoeHus Mpana xoten Codusi. OcTaHanute
TpW BXOAaA, BCE OLLE OTHOCUTENHO CBOGOOHN, Ob/KUM HA AMEPUKAHCKOTO MOCOJCTBO,
BoeHHoTO MunHucTepcTBO 1 CoduinckaTa rpagcka xynooxecrTseHa ranepus. lNMpo6nemsT Ha
MUHyBaua (B MO€ nuLe) e, Ye B 3aBNCUMOCT OT MapLipyTa € NpuHyaeH Aa NnpeMrHasa noc-
nepoBaTeniHo Npes3 YacTHO, Ny6UMYHO 1 MakK YaCcTHO MPOCTPAHCTBO, KOETO Cb3fasa JocTa
npoTuBopeunBu ycewarus. [la He roBOpyM 32 HEYLOGCTBOTO OT NIaBUPAHETO MEXOY Macu
N CEPBUTLOPU C YKOPU3HEH MOrMEeA KbM HapyLIUTeNs Ha MPUCBOEHOTO NMPOCTPaHCTBO...

[okaTto Mucnex 3a ynuumte Kato nocnegHoTo M YyCTPEMHO HaMansBallo O6Lo MSACTO, Ch
CMOMHIX, Ye BCe MaK MMa HeLlo, OKONO KOETO COPUSHLIM Ce KOHCONUAMPAT B MHEHWETO CU
3a OTNMUMTENEH 6ener Ha rpafa 1 KOeTo HaToBapBaT C MONOXUTENTHN EMOLIMK U CaHTUMEH-
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Of course, we should not neglect the “grass roots” individual initiative which features in
the video “A Market”. When | watched it for the first time | thought that the artist had used
the bulletin about the levels of the river Danube in centimetres because he had known
about the Danube lottery. It turned out he had never heard about it. | was facing yet anoth-
er sparkle of artistic intuition. | was told about the Danube lottery a few years ago in
Rousse. Then in the “1” magazine | read Gerassim Platanov’s article which looks at the
history and the development of the lottery as well as the modes of making stakes in the
past and nowadays. As far as | understood, the winner is the person whose guess about
the levels of the day were the closest to the real figures. The lottery itself is also carried
out on different levels. The author of the article refers to the observations of an owner of a
canteen located close to an army base, on the soldiers in the regiment who were from dif-
ferent villages and towns near the Danube. The men got together every afternoon in the
office of the soldier on duty to listen to the bulletin on the radio and then they boosted the
canteen’s turnover considerably. “Once one of them, who was on the verge of tears, and
amid sordid swearing at the Romanian towns of Mohach and Zemun, ordered 140 waf-
fers.” The article also reminds us of the Slovakian leader Vladimir Mechiar who in 2001
undertook a “considerable intervention in the levels of the Danube... by drawing the water
out of a whole dam lake near Komarno once, much to the surprise of his own government
and country.” The article goes on to refer to websites that are password-accessed only (I
have not checked them and | am taking the author’s word for it): the statistics of hits on
one of the websites is impressive indeed and makes us “believe that 24,300 people
access it daily via their mobile phones to get updated information on the levels of the river
for navigation purposes.”

The link between the Danube bulletin and the market along the Vladayska river is quite
direct. In both cases there is an appropriation of common and commonly useful things
(places, spaces) for dubious activities of an order that is too different from the original
design. The take-over of the public entity for a private use leads to the emergence of
closed spaces and communities in which uninitiated individuals feel unwanted. The canal
of the Vladayska river is an extreme and hence precise example of this process. And even
though | have not used the canal in its original utilitarian status (it is the river that uses it,
really), | can easily recognise the City garden, for instance, in this image. Every summer
four of its eight entrances are congested with the tables, chairs, sunshades and marquees
of five cafes and bars. This year the fifth entrance was usurped together with a third of the
garden for the needs of the newly-built Grand Hotel Sofia. The remaining three entrances,
still relatively passable, we owe to the American embassy, the Ministry of Defense and the
Sofia Art Gallery. The problem for the passer-by which | have to deal with, is that one is
forced to go though a private, public and then again private space — depending on one’s
route — which creates quite contradictory sensations. Not to mention the inconvenience of
having to manoeuvre among tables and waiters, or the reproachful look toward the pass-
er-by trespassing the appropriated space...

While | was thinking about the streets as the last, and fast diminishing, common space, |
remembered that there is at least one thing that unites the residents of Sofia in their opin-
ion on the characteristic feature of the city, and which calls forth positively loaded associ-
ations. This feature are the yellow bricks with which a central boulevard — Tsar
Osvoboditel — is paved. Celebrated in prose and verse, collected at the first opportunity
(i.e. in times of road repairs), and causing sighs of nostalgia to expatriate Bulgarians, the
yellow paving bricks seem to be the only thing capable of awakening citizenship con-
science. The danger that “They have started to fold!” caused grave and widespread con-
cern three winters ago. Recently, local residents have raised the alarm that “They are
being removed and replaced in our area!”. Everything that happens to the yellow paving
bricks receives immediate media coverage, thus causing surprisingly fast measures from
the Municipality. And just when | was about to feel relieved that | had found the thing that
we, the residents of Sofia, collaboratively load with positive emotions, | remembered the
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Tn. ToBa ca »bATuTe naseta. BbansBaHn B CTUXOBE U NPO3a, KONEKLUMOHNPAHU NPU NpbB
YOOGEH crnyyan (T.e. PEMOHT), Npean3BuKBaLL HOCTaNMMYHN Bb3ANLIKA Y 6bArapuTe B UyX-
6UHa, Te cAKall eAVHCTBEHN ca CMOCOBHM Aa CbOyasT rpaykaaHckara cbBecT. ,HarbHanm
ca ce!“ — n HacTaHa o6Lua Tpesora npeau Tpy 3umu; ,Maxar ri B Hawms panoH 1 rm 3ave-
HAT ¢ gpyru!“ — anapmypaxa HaCcKopO rpyna MeCTHU XXUTENW; BCUYKO, KOETO Ce CryyBa Ha
)XbTUTE NaBeTa, BeJHara oTekea B MeguuTe, Npean3BnkBankn N3HeHaaBaLwo 6bp3un Mep-
KW OT CTpaHa Ha obLimHaTa.

M TbKMO [a ce YCMoKOosl, Ye CbM Hamepuna HewwoTo, KOeTo Hue, xutenute Ha Codus,
APY>XHO HaToBapBaMe C MOJSIOKUTENHN EMOLMN, Ce CETUX 3a OyMUTE Ha MOS MpusTenka ot
Oumvuntposrpag. Mbp3ansanky ce no XXbATUTe naBeTa MUHanaTa 3uma, T NPOMbPMOPU:
~>DepanHaHg curypHo MHOro e Mpasusn 6birapuTte, Crneq KaTto e NoKpun LEHTbpa Ha CTo-
nuuaTta UM ¢ Tasu TpyaHo nNpeofonumMa 1 ¢pusnyecku onacHa Hactunka“. ETo Toea e, kKa-
3ax CU B NPOGIACHK Ha XyAOXKHMYeCcKa NHTYMUVS, BCe Nak nMame NoHe efHa uaeHTuou-
KauMoHHa YepTa: codusHELbT € Ma30XICT.

P.S. Thil KaTo NouTI eAMHCTBEHA OT 3ano3HaTnTe ¢ npoekta Ha Kpacumup TepaueB cbm npocne-
AUNa NPeACTaBSHETO My Ha exkpaHuTe Ha NMeTpomenus B CTaHLMNTE HA METPOTO, Ce YYBCTBaM
ANbXHA Aa AOKNafBam:

* OTKbCHT 0T ,,EnHO MscTO (neTcka nnowapaka)“ Buasx B NOAXOASALY paHeH cnefobeneH yac B
KOMNaHNATA Ha HAKONKO AL, BKNKYNTENHO ABE Maiiku ¢ Aeua. AKo Cbas No NpasHuTe UM
norneau, Te Taka n He pasbpaxa KaKBeo rnepar. A moxxe 61 npu4nNHaTa e B METPOTOo, KbA€TO X0-
pata BbOGLLE TaKa CH rMeAar...

* OTKBLCBT OT ,,EQuH na3ap (HuBara Ha peka [lyHaB)“ BUASX ABa NbTH B NUKOBW YacoBe W MoOra
1\a KaXxa, Ye Toil ce papBalle Ha ronsm ycnex, 1.e. Ha NbnHo Hepoymenmne. Knunbr 6e BMecTeH
cpep peknamm 3a canyH N Npax 3a npaHe, KOeTo Chb3AaBalle B MHOXECTBOTO yceliaHe, Ye rne-
par nopepHara peknama. OuaksaHero 6e, Ye rpoO3HUAT 06pa3 M MOHOTOHHUMAT GIONETHMH el cera
e ce CMEHAT ¢ NbCKaBs NpoayKT, o6ewasau, ceetno 6uaewe. Bmecto ToBa Hakpas nannsawe

Hapnuc: ,,liporpama Busyanen cemuHap, opraHu3nupaH or..., CbC CbAEeiiCTBNETO Ha..."

* ,IpapbT Ha KyuertaTa (nocT-yp6aHNCTUYHN Neii3aXu)“ BUASX CbLLO B MHOr0 NOAXOASALLO
Bpeme — ,0KaTo o¥aKBax nocnepnns Bnak B 11.30 Beuepra Ha cTaHuus ,,Cepauka“. OcseH ToBa
a3 1l HAKONKOTO OKbCHENMN NbTHULW GSIXMe B CbBCEM NOAXOASALIOTO MUHOPHO HacTpoenue. Mnep-
KaTta Ha FMraHTCKn 6e30MHI Ky4eTa-MyTaHT CPef NaHenHu 6nokoBe 6e TbKMO nopo6aBawMAT
3aBbplIeK Ha (1 nporHo3a 3a) nopeaHus HM aeH B Codus...

a.n
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words of a friend of mine from Dimitrovgrad. While slipping on them last winter, she mut-
tered’ “Ferdinand (the first Bulgarian king after the liberation from Ottoman rule — tr.) must
have hated Bulgarians a good deal if he had the central area covered with this physically
dangerous and hardly passable pavement.” There you go, | thought to myself in a sparkle
of artistic intuition, there is at least one identification characteristic: the Sofia resident is a
masochist.

N3BuHerte, Koii e To3m rpap? Ha ekpaHute Ha METPOMELNA BbB BCuukm
cTaHuun Ha meTpoto B Codus, anpun — main 2004

Excuse me, Which City is This? on the screens of METROMEDIA in all Sofia’s
subway stations, April — May 2004

P.S. Since | am the only person who knows about Krassimir Terziev’s project, and who has fol-
lowed its presentation on the screens of Metromedia in the stations of the metro, | feel obliged
to report on it.

» The excerpt from “A place (children’s playground)” | saw at an appropriate hour in the early
afternoon in the company of a few people, including two mothers with children. Judging from
their empty looks, they never realised what they were watching. Or perhaps the reason is that in
the metro people generally have this kind of look...

» The excerpt from “A market (the levels of the river Danube)” | saw twice, both times in the
rush hour, and | can say that it was met with great success i.e. with total incomprehension. The
clip was inserted among adverts for soaps and washing powders which introduced among the
multitude of commuters the sense that they are watching just another ad. The expectation was
that the ugly image and monotonous bulletin would be over every minute and that they will be
replaced by a shiny product promising a bright future for everyone. Instead, subtitles appeared
at the end which read “Visual seminar programme, organised by ..., with the support of...”

» “The city of dogs (post-urban landscapes)” | saw at a very appropriate time too — | was waiting
for the last train at 23.30 at the Serdika station. Besides, the few late commuters, including
myself, were in the totally appropriate miserable mood. The look of gigantic stray dogs among
tall grey blocks of flats was just the right ending of (and a forecast for) another day in Sofia ...
D. P.

33



VS- Book- 2-final.qgxd / page 34



VS- Book- 2-final.qgxd / page 35



VS- Book- 2-final.qgxd / page 36

Muncnsa X-tendo

Bukrop BaHOB

Enena KoneBa-l1BaHoBa
EneoHopa MuxankoBa
Jlnnna MbpBaHoBa
Mapus MNonosa
LisetennHa NocnognHoBa

Npes

Ja pasrnepame rpaga kato cuctema oT
eleMeHTU — MNOBEedeHne, cpefa, Tpaduk,
KOMYyHUKaunmn, 3Haun n na rm nsnonssave
B M3paboTBaHETO Ha NpoayKTu B cdheparta
Ha M3KyCTBOTO. Ype3 HabnopgeHus, nac-
nepBaHva 1 paboTa B rpafcka cpepa na
peanu3upame NPOEeKT! 1 Nporpamn B 06-
nacTTa Ha KynTypara 1 U3KycTBOTO.

Lenn

e [a paboT/M 3a Bb3MNprMemMaHeTo, Ooc-
MUCHISIHETO 1 NPUAaBaHETO Ha 3Have-
HUS Ha rpafa KaTo CbLUHOCT, CTPYKTY-
pa n cuTyaums — Cnyyka;

® [a TbPCUM Bb3MOXXHWN HAUYMHN 3a Ha-
Meca Ha U3KYyCTBOTO B 060cO6eHaTa
rpagcka cucTema;

® [a uacnegsame, ONMULLEM U EKCMOHU-
pame CbC cpefcTBaTa Ha u3Kycteata
rpagckarta cpefa — XapakTepUCTUKM,
NnoBeneHnsl, CEMaHTUKa;

® [a u3non3same HaTpynaHute OT Hay-
KaTa uscnenBaHns, TEOPUN U ONUT B
NHTepnpetaunaTa Ha rpaga m ga rvm
npunarame CbC cpefacTBata Ha WU3-
KycTBara;

e [a pasrnegamMe YoBeKa U MACTOTO My
B 3ao06uvKansiiara ro rpagcka cpeaa;

® [la HacbpuuM XUTENUTE Ha rpapa aa
ce Bb3npuemar Kato OCHOBHO [EWCT-
BaLLO JINLE B CbOUTUATA;

® [a HanpaBuMM Ha6niogaBaluTe U3-
KyCTBOTO €fleMeHT OT MnpodyKTa Ha
N3KYCTBOTO.

36

MpuHuMnn n cpepcrea

Ypes cpefacTeata Ha n3Kycreara Tpetnpa-
Me napameTpuTe Ha rpaga v NoBefeHNeTo
B rpaga. O6pbluame BHUMAHME Ha Xapak-
TEPHW MecTa M MpucbluMTe MM MoBefe-
HUS, TUMWYHU EMOLMOHANHN CbCTOSIHWS,
B3aumopgencTaueto mexxay Men n dpyrus,
€)KeOHEBHOTO MOBEOEHNE U XXECT U T.H.
B cbTpyaoHWYeCcTBO C Xopa OT pasfvyHu
obnactu obxBallame XapakTepuCTUKWUTE
Ha rpapga. Tbpcum Bpb3KaTa, B3auMo-
AeNCTBMETO U CbTPYAHWUYECTBOTO Mexxay
HaykaTta N N3KyCcTBOTO.

OuakBaHu pe3ynTarn

e [a 13Bedem Bb3MNprEMAHETO Ha rpa-
[a Ha HMBO 3Hak;

e [a ce CbBMecCTABaT CpeacTsaTta Ha
N3KYCTBOTO 1 HayKaTa B peanusauus-
Ta Ha NPOEKTV N Nporpamun B 06nacT-
Ta Ha KynTypaTa 1 U3KyCTBOTO B KOH-
TEKCT Ha rpaga u >Xutenute my;

e [a pa3BuMeM B3aNMOOTHOLIEHNETO
cpena — YOBeK;

® [a Hacbpuum B XXUTenute Ha rpaga
cebepaskpusaHe u ceéepednekcus
KaTo OEencTBaly M CblUeCTBYyBaLW
TYK 1 cera;

® [1a CKbCUM gunCTaHUuudaTa mexxay Hab-
niogasawms M3KycTBO U npaseLys
N3KYCTBO;

® [a VHTerpypamMe U3KycTBOTO B rpafc-
Karta cpepna;

e [a o6oratum u pasBuem 6biarapckus
rpag CbC cpegcreata Ha U3KyctBarta
M MomolTa Ha Haykata OT rnegHa
TOYKa Ha PYHKLVMIOHNPAHETO N 06uTa-
Tenute my;

® rpafbT Aa € He camMo MSCTO, HO U
CpeacTBO 3a NpaBeHe Ha U3KYCTBO.
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Mission X-tendo

Victor Ivanov

Elena Koleva-lvanova
Eleonora Mihalkova
Lilia Parvanova

Maria Popova
Tsvetelina Gospodinova

Idea

To treat the city as a system of elements —
behaviour, environment, traffic, communi-
cations, signs, etc. and to use them for
producing artworks. To realize projects
and programmes in the sphere of art and
culture through observation, research and
work in the urban environment.

Aims

e to work for the perception, under-
standing, and awarding of new mean-
ings to the city as essence, structure
and situation/event

e to search for possible ways of inter-
vention of art within a specific urban
system

e to investigate, describe and expose
the city environment by means of art -
characteristics, attitudes and behav-
iour, semantics

® to use the research, concepts and
expertise of critical theory in the inter-
pretation of the city, and apply these
using the means available to art

e to discuss the individual and his or
her place in their urban surroundings

e to encourage the inhabitants of the
city to think of themselves as the main
actor in events

e to convert the art viewer into a part of
the art product.

Principles and means

We treat the parameters of the city and
behavior patterns in the city through the
means of arts. We focus on typical loca-
tions and the typical behaviors associated
with them, characteristic emotional states,
ways of interaction between Me and the
Other, actions and gestures from every-
day life, etc. We describe the city features
in collaboration with people from various
theoretical domains. We are looking for
relations, interaction and collaboration
between science and art.

Expected Results

e to synthesize the perception of the
city on the level of the sign

e to incorporate the means of art and
science in the realization of projects
and programmess in the field of art
and culture within the context of the
city and its inhabitants

e to develop the relation between the
human being and his/her environment
to encourage the city inhabitants to
be self-expressive and self-reflective
as people acting and existing here
and now

e to shorten the distance between the
one who perceives art and the one
who makes art

e to incorporate art in the urban envi-
ronment

e to enrich and develop the Bulgarian
city by artistic means and with the
help of science from the point of view
of its functioning and dwellers to

e transform the notion that the city is
only a place for art, and to demon-
strate how it can also be a means for
art.
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MpoekT OT KbM 3a HacaMm —
KpaTKo npeacTaBsiHe

MpoekT ,OT kbm 3a Hacam“ ce npeacTassa OT CApyXeHne 3a rpaacku nscneasaHus Cbc
cpeacTteara Ha m3kycTeara “X-tendo”.

Pa6oTum 3a yoBeka B Hal-TUMMYHATA U KPUTUYHA Cpeda B CbBPEMMUETO — rpajckara cpe-
na. Pasrnexxgame rpaja KkaTo npomMeHsila ce cuctema. Banmame nop BHMMaHue NpocTpaH-
CTBOTO, O6UTATENUTE 1 MOBEOEHUETO, KOUTO OMPERENAT CTPYKTypaTa My — GyHKLNS, Xapak-
TEpUCTMKa, CbLUHOCT. 3aHMMaBaMe Ce C eXXeOHEeBHOTO NoBefeHNe, HaBKKa, naveTTa, cre-
[aTa v 3Haka.

MprieTo e 3a U3KYCTBOTO Aa Ce OTAens CreunarHo MsCTO U BPemMe, a eXXEAHEBNETO HU €
TOBA, KOETO HY 32061Karns 1 Hi Ce ClyyBa NOCTOSHHO. V3non3Bave exxenHeBUETO KaTo Ma-
Tepuan 3a u3paboTka Ha NMPOMYKT Ha M3KYCTBOTO, KOMTO Bpbluame nak tam. Mpeanarave
Bb3MOXXHOCT Ha BCEKM [a pasno3Hae, NpeoTKpre 1 NPeocM1cn ce6e ci B 060CO6EHOTO
CV CblUeCTBYBaHE B rpafckoTo NPOCTPAHCTBO M HEFOBY PasfiuiHU peanu3alyu B nameTTa.

BbB ,,BusyaneH cemuHap® yuacteame ¢ npoekT ,,OT kbM 3a Hacam®. OCHOBHUTE MOHATUS,
KOWTO MoN3Bame ca: rpafbT KaTto CMCTEMA OT CBbP3aHN €IEMEHTU, CbLLECTBYBALUM B CUM-
6103a, KaTo »XM3HeHaTa cpefa Ha CbBPEMEHHUS YOBEK M KaTo AMHaMU4YyHa cuctema n3r-
pakgaHa oT yoBeka 1 obycnaesiia ro. Ml nametTa, paséupaHa Kato cneay (TpamHu u Het-
paiiHn), KOMTO OcTaBaT B rpafckaTa cpefa.

MpoekT ,,OT KbM 3a Hacam*“ roBOpu eAHOBPEMEHHO 3a ABWXEHME B MPOCTPAHCTBOTO 1 BbB
BpemeTo. 3a HaTpynaHa eHeprusi OT NPeXXnBAHOTO U NPeHAcsaHe Ha NPEXUBSHOTO B edvH
LAPYr MOMEHT (cera), KakTo 1 3a MACTOTO, KOETO 06enHsABa NCTOPUYECKNTE MOMEHTU. ToBa
€ eHeprusTa Ha crnomeHa, KOUTO MOXe fa MaHunynupa HawuTe nNpeacTasun 3a ecteTnyec-
K1 LIeHHOCTU 1 MOfeNV Ha NoBefdeHne 1 Aa Hanpasn ToBa Ype3 KOHKPETHN MecTa B rpaga,
B KOWTO >XUBEEM.

B HaweTo anHamunyHo Bpewme n 3ao06uKanswara Hu mMmarepuanHa cpega no3Hatute H UeH-
HOCTK Ce NPOMEHAT MHOro 6'bp30 B HOBW, HENO3HATN Ha pUTbMa HUN Ha XXUBOT. B cTpeme-
’Ka HU KbM NpomMAHa 1 B onnuta HX Aa ce ornpem Ha Hewlo CUrypHo, KoeTto BCe oLule He cve
npexveenu, 3a Aa MoXXem aa ro Hanpasmm Halle, ce nosassaBa YyBCTBOTO HA HOCTaNIna KbmM
o6pa3|/|Te OT MMUHanNoTO.

MpoekTbT UMa 3a Len Aa pasrfieaa 06pasu oT MUHANOTO B KOHTEKCTa Ha CMOMeHa 1 Aa Bb3-
CTaHOBYW efHa aTMocdepa ¢ Mb/IHOTaTa 1 Ha ClyYBaHe U C MPUCHCTBUETO Ha MO3HATU LA,

3a Tasu uen cbbupame BuU3yaneH marepuan cropeq 3agauute, KoUTo CMe CU MoCTaBuu,
Aa aeduHMpame LWo e KpaTKoTparHa 1 AbarotpanHa nameT. Onuteame ce Aa OTrOBOPUM Ha
BbMpOCUTE: UMa N rpadbT NaMeT? Kak rpadbT CU CMOMHS 3a ce6e Cu? Kak Hie CU CroM-
HAMe 3a rpaja U 3a Hac caMute? Kbae U Kak OTKprBame Te3u clieau Ha nameTra?

MpoBeneHn ca aBe akumy — paboTa B cpefa Bbpxy Temara 3a HeTpaiHu cneay Ha namert-
Ta B rpagckarta cpefa. [Mof HeTpanHu cnegm pa3éupanMe BCUYKW OTMeYaTbLy OT YOBELLKO
noBeneHue, KOUTO HAMAT TPaeH epeKT BbPXY MSICTOTO, KbAETO Ca OTKPUTU.

PeructpupaHu ca v NpYHUMNHA MHOXXECTBa BbB BPb3Ka C TpavHWUTe Clean Ha nameTTa B
rpaacka cpefa. Mop ToBa ce yroBopuxme Aa paséupame BCUUKW 3HALM, HOCELLM UCTOPUS-
Ta Ha Codus B NO-NPOObIKUTENEH NEPUOA, OT BpeMe (MameTHUUM, crpaaum, Hapnucu, Kou-
TO rOBOPAT 3a MMHAJIOTO HA AaAeHO MSCTO, Makap TO Aa € C NPOMEHeHN GYHKLUMK).

cTp. 38 -39/ pp. 38 — 39
Ot kbm 3a Hacam, 2004. Kagpu ot Bupeo / Therefrom Hereto, 2004. Video stills
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Therefrom Hereto —
project outline

The project Therefrom Hereto is presented by X-tendo, an association for urban research
through the means of the arts.

We are focused on the human condition in the most typical and critical of contemporary
environments. We view the city as a fluctuating system. We take probes into spaces, inhab-
itants and behaviour — factors forming the city’s texture — and into their functions, features
and essence. We share a dedication to everyday conduct, memories, habits, traces and
signs.

It is generally accepted that art is made and appreciated within special times and spaces
while everyday life is what surrounds us and what we experience most of the while.

We however use precisely everyday living as the material we transform into an art product,
and the latter is to be taken back where it came from. We suggest a possibility for every-
one to recognise, rediscover and reinvent themselves in their individual existence amidst
urban space and the ways it is featured in memory.

Out contribution to the Visual Seminar is our Therefrom Hereto project. The key concepts
we employ are the city as a system of elements existing in symbiosis as the habitat of
modern-day humanity, and as a dynamic system, which is both constructed by its
dwellers and constructs them in return. We also tap into the concept of memory epito-
mized by the traces (both lasting and transient) remaining within the urban ambience.

Therefrom Hereto in one and the same breath speaks about movement in space and time.
It brings forth the energy accumulated from experiencing and the carryover of experience
to a different point in time (now). The project pinpoints the spots clustering together histor-
ical moments. This is the energy of memorising capable of manipulating our notions of
aesthetic values and modes of conduct, sifting this through specific places we inhabit.

In our fast-changing environment familiar values undergo dynamic processes of mutation
transfiguring them beyond recognition and demanding a different pace of life. We jointly
aspire for change and grope for something steady to lean on; edged out into alien land
we grow nostalgic to the images of yore.

Our project aims at placing those images in the proper context of recollection thus evok-
ing a comprehensive atmosphere live with familiar happenings and faces from the past.

To this end we have collected visual material organised round the tasks we set ourselves
in an attempt to define long-and short-lasting memory in an urban context. We are trying
to provide answers to a few questions: Does the city have memory? How does the city
recollect its own past? How do we remember the city and ourselves? Where and how do
we come across these traces of memory?

We carried out two actions involving work on passing traces of memory in the urban envi-
ronment. By “passing” we mean all marks of human behaviour which have no lasting
effect on the spots where they have been left.

We have also identified groups of artifacts related to the longer-lasting trails of urban
memory. We have agreed “lasting” will be the signs carrying Sofia’s history over a longer
period of time (like monuments, buildings, inscriptions, etc. bearing witness to the past
even though the place itself may have seen its functions changed).

Human behaviour or, to be more precise, the different types of it, also bears a memory of
its own kind — this memory is imprinted on the city, but the city is imprinted on it as well.
We are therefore interested in the two-way link between behaviour and vision. We take
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YoBewkKoTo noeeaeHve (1Wnim, no-gooépe, pasnuuHUTe BUAOBE YOBELLKM MOBEOEHUS) CbLUO
umat cBoeo6pasHa nameT — TS Ce OTrieyaTBa BbpXy rpaga, Ho 1 rpadbT ce oTrnevyarsa Bbp-
Xy Hesi: B TO3U CMUCDI1 Ce 3aHMaBaMe C Auanektuyeckara B3aumoBpb3ka Mexxay Bu3yan-
HO 1 noBepeHuYecko. Tyk B3uMame Nof BHUMaHWE BCUYKU HUBA Ha FpafcKus XUBOT — CO-
umanHo, KynTypHo, NONMTNYeCcKo, 6MToBo. MNpoyyBaHnsaTa, KOUTO NpPaBKM, Ca CBbP3aHu C
Bb3CTaHOBSAIBaHEe Ha BMU3yaliHa 1 noBefeH4yecka cpefa oT pa3nnyHun nepnoin Kato yetem
OCTaHanuTe B HACTOSALLETO 3HALW 3a TOBA, KOETO € 6U10, apXMBK OT MUHANN CbUTUS 1 CTa-
py NnaHoBe 3a Hella, KOUTO ca OCbLUECTBEHU B NOCNEACTBUE.

OT cbbpaHuTe mateprany n3paboTsame NoBeOEHYECKN 1 BU3yaneH npoekT. LLe ro ekcno-
HMpame Tam, KbeTO Ce npecunyaT ObAroTpanHuTe U HeTpanHu crnegu Ha nameTTa B rpaac-
KOTO MPOCTPaHCTBO.

Llenta e na Bkapame Ha6niogaealmTe B egHa atmocdepa oT AaleYHOTO UM 65IM3KO MIUHa-
no, Aa ,crnpem“ 3a KpaTko BPeMeTo U Aa Npevynum exKedHEBHUS PUTbM, fa HanpaBuM rpag-
ckarta namert no-euavma.

N3cnepBaHnsa Ha nameTTa CbC CPeAcTBaTa Ha U3KycTBara
(KpaTkoTpanHu 1 ObAroTpariH Cream, KOUTO YOBEK OCTaBsl B rpafa)

Mopn n3cnenBaHe CbC CcpeacTBaTa Ha U3KycTBaTa B rpafcka cpefa paséupame CnegHoTo:
1. Ha6niopgeHne 1 pernctpauys Ha MecTa 1 NoBefeHUs, XapakTepHu 3a rpaga.

2. AHanus un knacuédukaums Ha MecTata U NoBeAeHUaTa, KakTo 1 TUMOorusTa Ha TeXHUTe
B3aMO3aB1UCUMOCTMW.

Mo TO3K HauUVH U3BIMYAME MECTa, eleMeHTN, O6EKTN U MOBEAEHUYECKN Moaen (eXxenHes-
HI )XeCTOBE 1 AeNCTBUSA) OT rpajckara cpeaa, KoUTo U3nosi3aBame KaTo CpeacTsa 3a uspa-
60TKa Ha NPOOdYKTN Ha U3KYCTBOTO. B TO31 CMUCHN NPOAYKTLT HA U3KYCTBOTO yyacTeyBa U
B CaMOTO U3cfefBaHe — upe3 eKCNOoHNPAHETO 1 NPEEeKCTNOHNPAHETO Ha NPOoYyYeHTe MecTa
1 NoBeAeHNs NpoBepsaBamMe JOKONKO CMe YCTaHOBUIN OCHOBHUTE UM GYHKLMW 1 XapaKkTe-
pucTukn. QyHKUMATA Ha MecTaTta U NoBefAeHuYecKnTe Modenu ce noaéupar B 3aBMCUMOCT
OT LenuTe 1 3agaunTe, KOUTO CK NocTaBsMe B AaeH NMPOeKT.

Ha6niopeHne n npoy4ysBaHe — Ha6op OT MPUMEPM LU0 e KpaTKoTpanHa

1 ObAroTpanHa namer:

1. TbpceHe Ha BM3yanHu matepuany (CHUMKW, KapTUHW, GUnMmn) 1 TEKCTOBY maTepuani (Xy-
AOXXeCTBeHa U JOKYMeHTarnHa nuteparypa), KouTo NpeacTaBaT eXXeaHEBHNS XXMBOT Ha CO-
dUAHUM OT MUHANOTO (70-Te FOAMHU Ha MUHANNS BEK).

2. Cepus OT akumm ¢ 0T6ens3BaHe n GoTo-perncTpaums Ha 06eKTn B rpagckara cpega, Ko-
UTO M3rparkaaT KpaTtkoTparHaTta nameT Ha rpada 1 ca Npsiko CBbP3aHu C eXKeAHEBHOTO MO-
BegeHne Ha obutatens my. bsxa o6xoneHn LeHTpanHu mecta B Codus (nnowap ,Cnasen-
koB“, LleHTpanHa nowa, rpaguHkarta npeg HT ,/BaH Ba3os*, 0kono npesngeHTCTBOTO 1
apxeonorunyeckus mysen, LIYM, Xanute, nognesa 3a metpoTo cpewy xoten ,llepatbH®,
6yn. ,Butowa®, nnowapn ,Mapubanan®. 3a cbnocTtaBka 61xa 06x04eHN 1 Kape OT NO-Manku
ueHTpanHu ynuum — mexay yn. ,I. C. Pakosckn® n 6yn. ,Butowa“ n mexxgy éyn. ,Matpmnapx
EsTumun® n yn. ,M'padp UrHatues®.

3. MNpocnensBaHe BbB BPeMETO Ha MPOMEHUTE, KOMTO HAcTbMBaT WM HE HacTbnBaT BbB
BeJHb)X 0603HAYEHOTO NMPOCTPAHCTBO U KOMKO ObJIr0 OocTaBar 06ekTute. HaéniogeHnsTta n
perucTpauumte 61xa HanpasBeHW B MeT NOPeaHW OHW, cned KoeTo mMmecTaTta 6sxa 06xoaeHn
OTHOBO Cfef ABa 1 OLe BEAHbX cried CeaemM AHW.

4. PernctprpaHe Ha gbnaroTpanHuTe Cneau Ha nameTtTa B rpaga. Hanpaswu ce B usnarta ueH-
TpanHa yact Ha Codus npy Non3yBaHe Ha CbOTBETHATa UCTOpuYecka auteparypa.

AHanuns n knacndukaumsa Ha HabnpaBaHNTe N perucTprupaHn
cnegn Ha nameTTa B rpagcKara cpega

« KpaTkoTpaiiHi cregm (CbluecTByBaT 3a KpaTko — uac, AeH, cegMuua — Ha JageHo Msc-
TO, HO HEM3MEHHO MPUCLCTBAT B CbBpPeMeHHaTa rpajcka cpena)
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account of various tiers of city life — social, cultural, political, everyday routines. The explo-
ration we do tries to restore the visual and behavioral environment of different periods: we
interpret signs from the past which have lived on to the present, archives about past
events and old plans that have been eventually carried out.

The material captured is building up into a project to do with conduct and vision. We are
looking to expose the points where lasting and transient traces of memory intersect in
urban space.

Our aim is to usher the spectators into an atmosphere from the distant or more recent
past, to “stop the time” for a while breaking clear of the day-to-day routine, in an effort to
make urban memory more visible.

Exploring memory by the means of the arts
(passing and lasting traces left by humans across the city)

We share the following understanding of urban exploration using the tools of the arts:

1. Observation and registration of places and behavior typical for the city;

2. Analysis and classification of places and behavior as well as the typology of their inter-
dependence.

This way we glean places, elements, objects and conduct models (routine gestures and
activities) from the city environment, which we use to make products of art. The latter
takes part in the research itself: through exposing and overexposing the places and
behaviours explored we examine the degree to which we have identified their key func-
tions and features. The functions of places and behaviors we select may vary subject to
the targets and tasks we set ourselves in an individual project.

Observation and exploration — a set of examples showing what passing

and lasting memory is:

1. Searching for visual (photos, pictures, films) and textual artifacts (fiction, poetry or doc-
umentaries), showing the daily life of Sofia’s people from the 1970’s.

2. A series of actions aimed at marking out and photo-registering objects forming the
short-term memory of the city and directly linked with the daily business of its inhabitants.
Central places in Sofia were crisscrossed and examined (such as “Slaveikov Square”,
the Central Post Office, the garden in front of the National Theater “Ilvan Vazov”, the imme-
diate surroundings of the Presidency, the government buildings and the Archeological
Museum, the Central Universal Store, Halite (the meat mall), the subway in front of
Sheraton hotel, “Vitosha” boulevard, “Garibaldi Square”). For the sake of comparison a
few blocks of smaller central streets (between “G.S. Rakovski” and “Vitosha” boulevard
and “Patriarh Evtimii” boulevard and “Graf Ignatiev St.”) were also covered.

3. Monitoring, over a short period of time, of the changes, which did or failed to occur
across the marked-out spots or how long the objects were staying. Change monitoring
and registration went on over five days in a row whereupon the spots were re-examined in
two, and then in seven days.

4. The registration of the long-term urban memory traces was carried out throughout the
central areas of Sofia based on historical literature references.

Analysis and classification of the memory traces observed
and registered within the city environment

« Passing traces (having a short life — an hour, a day, a week — within their spots, yet
ubiquitous in a modern-day urban ambience)

The passing traces were analysed and classified in view of the types of behavior generat-

ing them. Thus the following groups of traces and spots were formed:

— chucked or dumped: usually on pavements, streets, sewerage grids, plant pots (pieces
of paper, cigarettes bultts, etc.);
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KpatkoTpanHute cnegu 6sxa aHanusnpaHu n knacuduumpaHn ¢ ornes Ha noBeneHueTo,

KOeTo v nopaxnaa. Taka ce opopmuxa cnegHuTe rpynu cream n onpeaeneHn MecTa, Ha Ko-

UTO Ce OCTaBAT TE3U Cneau:

— 3axBbpreHu/nogxBbpAeHU, OBUKHOBEHO MO TPOTOApW, YNULW, PELUETKU, Kawnu (Xxaptuu,
dacose...);

— ocmaBeHu/nocmabeHu, 0BMKHOBEHO BbpXy napaneTn Ha orpagu, GOHTaHu, Mo-ronemm
Kawnu, en. Taéna (6yTWUIKK, Yawu, YaHTu, OcTaTbLy OT XpPaHu...);

— 3ambkHamu/HambnKaHu, Han-yecTo 3ag ynyuu, Tpbbu, BbB BCAKAKBU OYMKW U OTBOPU
(xapTun, BECTHMLM...);

— 3aAeneHu/3abogeHu, BbpXy CTb/I60BE, AbpBeETa, CTEHW, Npo30opum (0658BU, NNakaTtu...);

— HanucaHu/u3pucyBaHu, OCHOBHO BbpXY CTEHW 1 KankaHu (Hagnucu, rpaduTn...).

« ObnrotpailHu cnegy (TbpnsT Nno-6asHa NPOMsiHa BbB BPEMETO — FOAUHU, BEKOBE — U Npu-
CbCTBAT KaTo MHOXXECTBA B IPafiCKMs 06K OT CamMOTO Cb3[aBaHe Ha rpaja).

C ornen Ha GyHKUMOHMPAHETO M ObAroTpanHNTe cneau 6axa knacuduumpaHy

No CNefHUs HauuH:

cepagu u yacmu om cepagu (KUNMLLHN N OBLLECTBEHM);

— namemsuuyu, MOHyMeHmu U Bb3nomMeHameAHU naoyu,

mecma 3a omgux (NapkoBe 1 rpaguHin);

mecma 3a npeMuHaBaHe Ha xopa U mpaHcnopmHu cpegemBa (ynuum, TpoToapu, nnowaau,
noasnesun n Hagnesu).

« [paHnYHN cneam (MeXxdy TPanHUTE N HETPaHNUTE C ornen Ha NPOObIKATENTHOCTTA Ha Cb-
LLLECTBYBAHETO WM).

Cnopen ¢pyHKLMOHUPAHETO UM M pa3genMxme Ha Takmsa:

— 3anasuAu gyHKyusma cu, HoO U3MEHALM 06nKa CX 32 CPaBHUTESTHO KpaTKu
nepvoan OT BPEME;

— Heu3noasBaemu.

B nbpBaTa rpyna BnM3at ynuuHuTe namnu, kowdeTaTa 3a 60KnyK, ynmuHuTe tenedoHu, nen-
KUTe, KawnuTe, 3HauuTe (Tabenute ¢ MMeHaTa Ha ynuuuTe U HoMepara Ha crpaauTe, ynmu-
HaTa MapkKupoBKa 1 3HaLM, 0603HAYNTENHN U 3abpaHuTenHy Tabenu). Bbe BTOpara rpyna
crnapar n30CTaBeHU Crpajmn 1 KONu, U3XBbPIieHN cTapy MeGenu, cTapy TpaMBarHu Pencu.

KpatkoTpanHn n
AbAroTpanHn cnenu,
KOUTO YOBEK OCTaBf

B rpapga / Passing and
long-term traces, which
man leaves in the city

Obnrotpainimn / Long-term

namemHuyu, czpagu, Mecma 3a
npemuHaBaHe, mecma 3a omgux /

monuments, buildings, traffic facilities,
recreation sites
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— placed or stood: on parapets, railings, fences, fountains, plant tubs, electricity boards
(bottles, cups, bags, scraps of food, etc.);

— stuck-in or thrust. behind pipes and gutters, in all kinds of holes, crevices and openings
(wrappers, newspapers, €tc.);

— glued or jabbed. on lamp-posts, trees, walls, windows (notices, posters, etc.)

— written or painted on: on walls, blind walls (inscriptions, graffiti, etc.).

» Long-term traces (slowly mutating with time — years, centuries — and prominent in the
city’s setting, some from its early origins)

Based on their function the long-term traces have been classified the following way:

— buildings and parts of buildings (residential and public);

— monuments, statues and plaques;

— recreation sites (parks and gardens);

— traffic facilities for people and vehicles (streets, pavements, squares, subways and
flyovers).

« In-between traces (midway between passing and lasting traces in terms of their length
of existence)

According to their function we divided them into:

— those which have preserved their function but keep changing their appearance in rela
tively short periods of time;

— those, which have become unusable.

The former group includes streets lamps, dustbins, phone-booths, benches, plant pots or
tubs, the street signs (boards with the street names or buildings’ numbers; the road mark-
ing and traffic signs, information or prohibition boards). The latter group includes deserted
buildings and cars, dumped old furniture, old tramline rails, etc.
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KpartkotpaiiHu /
Passing

ocmaBeHu/nocmaberu /
placed or stood
3axBbpAeHU/nogxBbpaeHu /
chucked or dumped

HanucaHu/uspucyBaHu /
written or painted on
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3a/eneHu/3a60geHu /
glued or jabbed

3ambKHamu/HambnkaHu
stuck-in or thrust
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FpaHnuHm / In between

PyHKUUOHaAHU /
functioning

HeusnoA3Baemu /
unusable
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HwnaHa NonosBa v JIbuesap boapxnes
B pasrosop ¢ EneHa Konesa-lBaHoBa,
LiBeTenuHa NocnognHosa v Jlunua NMbvpeBaHoBa

oT X-tendo
Codwns, 25 anpun 2004

OuaHa MonoBa: MosT NbpBY BbMPOC € CBbP3aH C METPOTO — HOCUTEN Ha KakBa namerT e
TO crnopef, Bac? A3 CbM HETOB PEeOBEH MON3BaTen OT NMyCKaHETO My B HAauanoTo Ha 1998
rofMHa 1 He OTKprBaM HUKaKBU 6enesn Ha TpaviHa NameT, KakTo sl ONpeaensTe B NpoekTa
cu. Hama v 6enesmn Ha KpaTKoTpanHa nameT — MOAAbPXKAT o BCe Taka YMUCTO, KakTo OT ca-
MOTO Hauaro...

Enena Konesa-lBaHoBa: 13nonssave MEeTpPOTO, 3allOTO HN nHTEepecyBa nNoBeaeHneTo Ha
rpakgaHute B Hero. TbpCuUM He TofKoBa BU3yalnHu cnean, a noBeaeH4Yeckun.

LiBetennHa N'ocnognHoBa: Tam MOXXeM fa HaMepMM MHOXXECTBO XOpa, CbbpaHn Ha edHOo
MSICTO, KOUTO Ce ABMXaT MO efHa TpaekTopus.

JTbuesap BospxumeB: Cera paséupam 3aLio NPYUMEPHO CTaQMOHBT HE MonagHa BbB BHUMA-
HMEeTO BM — OYEBMAHO 3apaay nuncaTa Ha ABkeHne. KakBa e Bpb3karta Mexay OBUKEHN-
€TO Ha Tb/iNaTta u rpaackara namer? 3alo ToBa € BaXKHO 3a Bac?

LiBetenuHa NocnoguHoBa: OT nmeTo Ha npoekTa HU ,OT KbM 3a Hacam“ ctaBa ICHO, Ye Toun
npepnonara ABWKEHNE B MPOCTPAHCTBOTO U BbB BPEMETO — OT MUHANIOTO KbM HACTOSILLETO.
CpaBHsiBame ceraliHOTO ABVXEHME Ha XxopaTta C TOraBallHOTO ABVDKEHMNE Ha Tbinara.

Enena Konesa-lBaHoBa: [TbTyBaHETO € HeLO, KOETO BCUMYKM MpasByvM aBTOMAaTWUYHO, MO
HaBWK. B KoHTekcTa Ha BusyanHusa ceMuHap pasrnexaamMe HaBrka KaTto XKuBa criefa Ha na-
mMeTTa. HaBukbT kaTo 3a6paBeH CroMeH Ha nameTTa.

JTbuesap bosapxwues: [Npu maHudecTaLMuTe MMHaBaxmMme KOHTPOAMPaHO npea MaB3ones u
ABecTa MeTpa crnef MaB3ornes ABVXEHNETO ce pascensaile. [IBMKeHNeTo B MeTpoTOo He e
opraHun3unpaHo. Xoparta oTMBaT Ha paboTa 1 ToBa € MakcumManHara opraHusaums. Hukon He
€ 0JTb)KeH Ja ce ObpXKK Mo onpeferieH HauvH. Mpu egnHnsa cnyyam nvame CUIHO pernameH-
TMpaHo OBWKEeHWe, Npu Apyrus — He. Kak ce cBbp3BaT ABeTe Hela cnopef Bac? MaHudec-
TaumsTa He e YacT OT eXXefHeBMUeTO...

Enena Konesa-lBaHoBa: Hve ru noctaBsme eqHo oo apyro.

Nununsa MbpBaHoBa: VgesTa Gelle fa NpoBepuUM Kak pa6oTi eguH MeXaHW3bM OT MUHANO-
T0. W B cnyyas nmame npocTpaHCTBO, KOETO BKapBa xopata B npasuna. Hava mMHoro Bb3-
MOXXHOCTW 3a MaHeBpupaHe. MapLupyTbT € orpaHuyeH: KOpUaop 1 ABa U3xona.

Hbqesap Bosapxmnes: 3Haun cbC 3HameHUaTa U NO3YHIrnTe HAMarTe npeasuna sawlata Mmna-
pocT. Ho Bce egHoO Te ca B3eTu OT muHanoTo. A TbpCUTE Ype3 ToBa CnoMeHa, npean3BuK-
BaHe Ha nNameTTa OT MMHANIOTO KaTo NoBeaeHne?

Jlnnuna MvpBaHoBa: Korato 3anoyHaxme ga pa6oTum no NpoekTa, HMe MbpBO Habnwaa-
Baxme rpaga v 3Hauute B Hero. CBMKHanNM cme aa xoaum no ynuunTe 6e3 aa 3abensassame
Hellata OKoJo Hac. A uma Hanpumep cTapu HaamnucK, KOMTo ca ocTaHanu, HO GyHKumsATa
UM e n3vesHana. 3a Hac LenTa e xopaTa fa Cu CMOMHST U Ype3 crioMeHa Ja aktueupart
MSICTOTO, B KOETO XKUBEAT Ccera.

Jlbuesap BospxmneB: B kakBO ce nNposiBsBa aKTUBMPAHETO HA crnomeHa?

EneHa KoneBa-lBaHoBa: [1py HAKOWN Ce NPOsIBU CbBCEM KOHKPETHO, dumanyecku. Mimalue
cTapum, KOMTO Ce yCMMXBaxa 1 HU maxaxa TOYHO MO HaumHa, Mo KOMTO ro npaselle Togop
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Diana Popova and Luchezar Boyadjiev
in a talk with Elena Koleva-lvanova,
Tsvetelina Gospodinova and Liliya Parvanova

from X-tendo
Sofia, April 25", 2004

Diana Popova: My first question is about the metro — what kind of memory does it bear in
your view? | am a regular commuter since the beginning of 1998 when it was opened and |
do not find any traces of lasting memory as you define it in the project. There are no signs
of transient memory either — it is kept as clean as it was in the beginning...

Elena Koleva-lvanova: We use the metro because we are interested in the behaviour of
the people in it. We look for traces that are behavioural rather than aesthetic.

Tsvetelina Gospodinova: We can find a multitude of people there who move along the
same trajectory.

Luchezar Boyadjiev: Now | understand why the stadium, for example, is not in the focus
of your attention — clearly, this is because there is no movement there. What is the relation
between the crowd’s movement and city memory? Why is this important for you?

Tsvetelina Gospodinova: The very title of our project, Therefrom Hereto, suggests move-
ment in space and time — from the past to the present. We compare the movement of peo-
ple today with the movement of the crowd in the past.

Elena Koleva-lvanova: Commuting is something that we all do automatically, by force of
habit. In the context of the Visual Seminar we treat habit as a living trace of memory. Habit
as a forgotten memory of memory.

Luchezar Boyadjiev: In the case of the communist party parades, our movement past the
mausoleum, for instance, was guarded and then two hundred metres away the moving
crowd would disperse. The movement in the metro is not controlled in any way. People go
to work and this is all the organisation that is involved. Nobody has to bear themselves in
any particular way. In the first instance movement is strictly regulated and in the other it is
not regulated at all. In what way do you see the two cases as related? Communist party
parades were not part of everyday routines...

Elena Koleva-lvanova: We place them side by side.

Lylia Parvanova: The idea was to explore how a mechanism from the past works. And in
this case we have a space which imposes rules on people. There are not many possibili-
ties for manoeuvring. The route is limited — there is a corridor and two exits.

Luchezar Boyadjiev: So you do not refer to your youth with the little flags and the slo-
gans. But they are nevertheless borrowed from the past. And this is the way in which you
actually search for the memory, you seek to evoke the memory from the past as behav-
iour?

Lylia Parvanova: When we started working on this project at first we observed the city
and the signs in it. We are used to walking in the streets without noticing the things
around us. For example, there are old notices or signs, which have survived, but whose
function is nonexistent nowadays. Our aim is to make people remember and through the
memory to activate the space which they now inhabit.

Luchezar Boyadjiev: How does this activation of the memory manifest itself?

Elena Koleva-lvanova: Some people expressed it physically. There were old men who
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JKuBkoB. A HAKOW OT MnaguTe Bauraxa cpefeH NpbCT.

Jlunna MbpBaHoBa: Vmalue BCAKakBM peakuun: OT UMUTaUMS Ha XKecTa 0O KOMEHTap Ha
cTaBalloTo. Ho BCuukmM 65xa B HIKakBa CTEneH pa3TPEBOXEHW — 32 KakBO cTasa gyma?
Hanpasuxme akumsata gsa nbTu U BTOPUAT MbT MUHABaxa HAKOW Beye no3HaTu xopa. EanH
pyCcHak Hu Ka3sa: ,/ Taka Bceku oeH, BCekn aeH..."

JTbuesap Bospxues: [la ce BbpHEM KbM ABKEHNETO. 38 MEH € NHTEPECHO — YOBEKBLT Ce
ABVKM B METPOTO, BUE FO XBallaTe B Kpayka, Korato He € HUTO Ha paboTa, HATO B KbLUM.
KakBo BU Hakapa foa n3éepere TOUHO TO3U MOMEHT?

Jlnnna MNbpBaHoBa: Y0BELKOTO CbCTOSHNE, NMPY KOETO HE Ce 3aMUCHsLW KakBo npasu. B
Ta3u cuUTyaumsi YOBEK He e CbCpefdoToyeH. JencTeusaTta, KOUTo U3BbpLUBA KaTo npemunHa-
BaLl, Ca MEeXaHWUYHW.

Enena KoneBa-lIBaHoBa: B eayH TakbB MOMEHT, KOMTO € MeXaHW4YeH 1 e CBbp3aH C HaBu-
Ka, C1 No-CBOGOAEH Aa My Npuaafell 3HavyeHre 1 a ro Hanpasuw 3Hak.

Jlbuesap BoapxueB: MomeHTa nnu peakumata? Ha Tbnnata unv Ha OTAENHUS YOBEK B
Tbnnara?

LiBetennHa NocnoanHoBa: Hue xBalwiame YyoBeka B Kpayka, TOM NPOCTO CU MbTyBa B Ha-
BuKa. [MbTyBa Cu 1 He e TpeBOXEH. M KoraTo ro xBaHell B TaKbB MOMEHT U FO NPOBOKKMpaLL,
TOW € Han-CNoHTaHeH B peakumsTa Cu.

Awnana MonoBa: Bce owe He pazbupam kakBa e Bpb3Kata Ha METPOTO C HAKOrawHuTe ma-
Hudectaumn? Mpu mMaHudpecTauunTe opraHn3aumsaTa ganey He € camo NPOCTPaHCTBEHA,
UHPPACTPYKTypHa, Taka fa ce Kaxe. T e ugeonormyecka. A Bre, 0OKOKOTO paséupam, He
ce CTpemuTe fa BKapaTe MHOXECTBOTO B METPOTO B MaHUpECTALMOHHA CUTyaLns — U3He-
HafBaLlo 1 NPOTMB BONSATa My, KaKTO NpaBu pyckara rpyna ,Pagek” ¢ Tennute, npecuyaiym
Ha ceeTodapuTe. Brvie BCbLHOCT NPUMOMHSATE Ha XopaTa OT TOBa MHOXXECTBO daKTu 1 cu-
Tyauun OT MNHanNoTo. A BceKkn 4oBeK, U3HeHanaH Ha ynumuarta OT HAKakKbB CMOMEH, eCTecCT-
BEHO LUe pearnpa rno eaviH unu Apyr HauuH...

Enena Konesa-lBaHoBa: Bce no-pagko cpeliame MHOXECTBO Xopa, CTpynaHu Ha egHo
MSICTO — MaHudecTauun 1 onawku. MeTpoTo e egHO OT MankoToO MecTa, KbOeTo MoxXe Aa
ce no6ue npeacTaea 3a o6pasa Ha TbiinaTa B HaleTo cbBpemue. Bce noBeue yoBek ce OT-
yy)xgaea, Habnsra Ha MHAMBUAYANHOTO 11 CaMOCTOSTENHO CbLUECTBYBaHe.

Awnana MonoBa: VickaTe ga kaxere, ye npu MaHnbecTauumnTe YoBEKbT € 6U1 NO-Masko oT-
uy>XaeH, OTKONKOTO B Tbinara B METpoTo?

LiBetennHa N'ocnognHoBa: ToBa € BCe eQHO Aa Ce NnpaBu CbMNocTaBka Ha BPEMEHA U LIEH-
HOCTU. A3 CbLLO He BApBaM, Ye BCUYKM XOpa, KOUTO ca Xoaunn Ha MaHudbecTaumm HaBpe-
METO, ca 6uny NpuobGLLEHN OT eaHa uaes, HO BCe Nak ce Bkaa obu, eHTycuasbm. Mpes 80-
Te roavHN NOBEAEHNETO HA MaHMbeCTUpaLLUTE CTaBa No-NPUBUYHO Y MEXAHWUYHO.

JTbuesap Bospxunes: A3 3a 80-te HAmam cnomeH. MaHndecTauunTte ot 70-Te ca MUMEHHO
OH3W CfIoN Ha CMOMEHN OT oduLMarHO rpaacko XuseeHe, KOWTO ce U3Mnon3Bea, 3a aa ce
akTMBMpa nameTTa Ha rpaackus xuten. B To3u KOHTEKCT KakBo 61 61no ToBa, KOETO Tora-
Ba pasuynealle Hewara? ToBa ce cnyysalle B HA4asnoTo uav B Kpas Ha maHudectauusaTa
— sBSIBA Ce >XYPHaNNCT, KONTO TbpCW UHOMBUAYaNHN peakumu B 6iM3bK nnaH. Ha camus
nnowan o6aye kKamepute ObpXXaT camo O6LWKs MnaH — rrneja ce ToTanHoTo 3penuue. A3
nckax fa Bu nonutam, Janu B KOHTEKCTa Ha BalLETo AeNCTBME XopaTa, KOUTO ro AOKYMEH-
TMpaT, ce YyBCTBAT y4aCTHULM UM camo JOKYMeHTupalwy. 3alloTo NonoBrHaTa ca oT Ba-
waTa rpyna...

JNlnnuna MbpeaHoBa: Crnopen MeH, Te ca B ponsdTa 1 Ha yyacTHUUM, @ He CaMO Ha penop-
Tepu.
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smiled and waved at us in exactly the way Todor Zhivkov did (the last communist leader in
Bulgaria whose regime collapsed in 1989 — tr.). Some of the young showed us the finger.

Lylia Parvanova: There were all kinds of reactions: from imitating the gesture to making
comments about what was happening. But everybody was anxious in some degree to find
out what was going on. We carried out this project activity twice and the second time some
of the faces were already familiar. A Russian told us “And this — every day, every day”...

Luchezar Boyadjiev: Let’'s go back to movement. For me this is very interesting — the
individual is moving inside the metro, you capture a moment of this movement when the
person is neither at work nor at home. What made you choose this particular moment?

Lylia Parvanova: The condition when you don’t really think about what you are doing. In
this situation the individual is not focused and what they do as commuters is mechanical
movements.

Elena Koleva-lvanova: In such a moment of mechanical movement, which is related to
habit, you have more freedom to give it meaning and to make it a sign.

Luchezar Boyadjiev: The moment or the response? Of the crowd or of the individual in
the crowd?

Tsvetelina Gospodinova: We capture a moment of travel across habit. The person com-
mutes quite calmly and without any anxiety. And when you surprise him or her in such a
moment and provoke a response, then this response is the most spontaneous.

Diana Popova: | still cannot understand the relation between the metro and the commu-
nist party parades from the past. In the latter case the organisational impulse is not only
spatial, it is also infrastructural, as it were. It is ideological. On the other hand — as far as
| understand — you do not aim at placing the multitude in the metro into a parade situa-
tion in a surprising and forceful way in the manner in which the Russian group Radek
treat the crowds crossing the street at the traffic lights. You actually remind the multitude
of people about facts and situations from the past. And every person who is taken by
surprise in the street because of a memory, will respond in some way...

Elena Koleva-lvanova: We come across a multitude of people at one and the same
place more and more rarely, in parades or queues. The metro is one of the few places
where one can get an idea about the image of the crowd nowadays. The person
becomes more and more alienated and focused on their individual and self-sufficient
existence.

Diana Popova: You mean that in the communist party parades the person was less
alienated than they are in the crowd in the metro?

Tsvetelina Gospodinova: This would be a comparison of periods and values. | agree
with you and | don’t believe that the people who went to parades in the past were united
under one and the same idea but some common enthusiasm is visible. In the 80s peo-
ple’s behaviour at parades becomes more casual and mechanical.

Luchezar Boyadijiev: | have no recollection of the 80s. The parades in the 70s are pre-
cisely the layer of memories of official city life which is used to activate the memory of the
city inhabitant. In that context what would function as a different perspective? What hap-
pened was that a journalist emerged at the beginning or at the end of the parade to
search for individual responses in close-ups. At the square, however, the cameras offer
only a general view, like a huge totalised background. | wanted to ask you whether in the
context of your action the people who document it experience it as participants or as
reporters. Because half of them are members of your group...

Lylia Parvanova: | think that they act as participants and not only as reporters.
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Jlbuesap Bosapxues: Bue cbaoute 3a maHndecTaummTe Bb3 OCHOBA Ha BU3yarieH MaTtepu-
asn, a He Ha CO6CTBEH onuT. BnsyanHnat matepran e npeBbpHan ToraBallHUTEe CboUTUS B
pa3nosHaBaem kof. B To3n cmucbn nosnumata Ha QOKyMeHTpawmsa e Aa AOKyMeHTMpa
pasnuuHM akumMm Ha JOKyMeHTupaHuTe. [JokonkoTo ctasa gyma 3a BusyanHus cemuHap,
TOBA, KOETO BUAM YOBEKbT C Kamepara unv ¢otoanapaTta, MMa LWaHC Aa Bres3e B KHUra uim
nsnoxoa. Nopaan ToBa TON € Han-BaXXHUAT YOBEK — TOM U36uUpa brbna, getannmre u T.H.
OTTYK 1 eguH Manbk BbMNPOC — BbB BalUMTe TEKCTOBE CE CMOMEHaBaT HenpekbcHaTo 70-Te
roguHu. MNMogo3mpam, Ye cTaBa Ayma 3a BPEMEeTO, Korato Bue cte pogeHu. Vnu nmbk Toraea
€ 6UNI0 HaM-IPKO N3pPaseHo ToBa, KOETO TbpcuTe?

LiBetennHa NlocnoanHoBa: ToBa € CNOMEHbT 3a MankuTe...
JInnuna MbvpBaHoBa: U 3a 6awumre. JInyueH CaHTUMEHT.

JTbuesap Bosamxune: Cuntarte nu, Ye € Bb3MOXXEH OPYr NOAXOA KbM rpafckara nameT, Kon-
TO € N3BbH YOBELWKNS MOMEHT? I3BbH Bepurarta 6alum — manku — geua?

Jlnnna MvpBaHoBa: Cnopen MeH BaXkeH € NMYHUAT onut. CBbP3aHo e C MAEHTUYHOCTTa
M.

JTbuesap Bospmxunes: B cBom TeKCT 3a rpaackoTo »uBeeHe MBavno [JuyesB crnomeHaBa
€0MH CbBCEM efleMEeHTapeH 6pelK, NCUXONIOrMYecko CbCTOsSIHME — CNEd Kpas Ha OeHs ce
KauyBa Ha Konara n 6e3 ga ce 3aMuCns C/ TPbrea KbM Kby, HO MeXayBpemeHHO cu e cme-
HUA XXUnuweTto. A ToM aBTOMaTUYHO Tpbrea KbM CTapoTo. Bre cblio nsnonssaTe aBTonu-
notute. B KoHTekcTa Ha BuadyanHus ceMmHap € BaXKHO Kak akuuaTa, KOSTO Npeau3BrKBa
HSKaKBW peakuun, fasa pesynrar. /l kak To3u pesynTar ce maTepuanu3vpa, ctasa Bu3ya-
NeH CBMAETEN Ha nameTTa...

Enena KoneBa-NBaHoBa: OctaBsa cnega...

JTbuesap Bospxunes: [Jopy noBeye, OTKONKOTO BCAKAKBO APYro AencTsue.

Aunana Monosa: 3aLo BCbLLUHOCT U3Non3saTe TOUHO wnndepn?

EneHa Konesa-lBaHoBa: KaTto 3HaKoBO 06/1€K/O.

LiBetrenunHa N'ocnopuHoBa: LLnndepnte roBopsT 3a CpegHOCTAaTUCTUYECKNS YOBEK.

Enena Konesa-VBaHoBa: [pu ToBa ca yHucekc. VI He 6uBa ga npornyckame rnaBHUAT ak-
cecoap - Kackera.

Awnana NMonosa: Npy Bawara akumsa 3a6enssaxre nu akcecoap, xapakTepeH UMeHHO 3a ce-
ralwHOTO BpeMe — CbOTBETHOTO Ha Wnundepa AHELHO CPEAHOCTATUCTNYECKO 06NEKI0?

Enena KoneBa-lBaHoBa: Moxxe 61 AbHKUTE.
Jlunna MbvpBaHoBa: Cnopef MeH He. LLUnndepsbT e yacT oT HAKakBa naeonorus.

Jlbuesap BospxueB: PernctbpbT OT 06nekna 6ewe CUIHO orpaHuyeH Toraea. Ho TouHo
3aToBa npe3 70-Te ObHKUTE 651xa HeLo, KOeTo N3nn3alle oT HopMasnHoTo. Torasa Te 6sxa
ngeosnormyecka amesepcusi. Ho MHOro mMu e BaxkHO fa nonutam 3a nosdyHrute. CtaHa gyma
3a TOBa, Ye B €0HO HOBO MSICTO Ce MPOBOKUPAT XOpa C Hella OT CTapo BpPeME, Ye LienTa e
fa ce npeaussukar cnomeHu. Misnonseare pymute ,[pomounsa n ,Pasnpogaxéa”, kouto
ce nosiBMxa cnep ToBa, B HOBU TbProBCKU KOHTEKCTW. Bue KOHPPOHTUpaxTe ¢ Te3n 3Hauu
nak xoparta OT METPOTO, WM O HanpaBuXTE Ha OPYro MSCTO, KOETO uaeHTuduumpare c
Hewo cTapo?

Enena Konesa-lBaHoBa: Hve ro Hanpasuxme nak B METPOTO — B ONUT 2 HACIOXUM HOBU
3aMecTuTenun Hapg ctapus mogen. Kakto npaeBvM CbC CamMoTO METPO: TO € HOB 3aMeCcTUTeN
Ha cTapusi mogen — maHndecTtaumsaTa. 3ameHsme nosyHrute ,Beuna gpyx6a“ n ,[a xusee
CCCP* ¢ HelLo, KOETO € XapaKTepHO 3a HaleTo BpeMeE.
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Luchezar Boyadjiev: Your judgement is shaped by visual material and not by personal
experience. The visual material has turned the past events into a recognisable code. In
this sense the position of the reporter is to report the activities of those who are included
in the report. In so far as the Visual Seminar is concerned, it is possible that what the per-
son with the camera sees will be included in a book or exhibtion. This is why he or she is
the most important individual — they choose the angle, the detials, etc. | have a little ques-
tion since in your texts the 70s keep cropping up. | suspect that this is the time when you
were born. Or perhaps this is the period in which you can find the most vivid expression of
what you are searching for?

Tsvetelina Gospodinova: This is the memory about the mothers...
Lylia Parvanova: And about the fathers. It is a personal sentiment.

Luchezar Boyadjiev: Do you think that another approach to city memory is possible? |
mean outside the chain fathers — mothers — children?

Lylia Parvanova: | think that the important thing is personal experience. It is related to my
identity.

Luchezar Boyadjiev: In a text on city life lvaylo Ditchev refers to a very elementary break,
a psychological state — after the working day he gets in his car and, without thinking, sets
off home. He has recently moved house but he sets off, mechanically, towards his former
address. You use mechanical actions as well. In the context of the Visual Seminar, it is
important how the activity, which is carried out, causes responses, brings about a result,
how this result becomes material, a visual witness of memory...

Elena Koleva-lvanova: How it leaves a trace...

Luchezar Boyadjiev: Even more so than any other action.

Diana Popova: Why is it that you use mackintoshes?

Elena Koleva-lvanova: As a code of dressing.

Tsvetelina Gospodinova: The mackintosh refers to the average person.

Elena Koleva-lvanova: And they are unisex. We should not leave out the main
accessory — the cap.

Diana Popova: During the project activity did you notice an accessory which is character-
istic of the present i.e. the contemporary average garment that corresponds to the mack-
intosh?

Elena Koleva-lvanova: Probably the jeans.

Lylia Parvanova: | don’t think there is such a garment. The mackintosh is a part of an
ideology.

Luchezar Boyadjiev: The dress code was limited and strictly regulated in those days.
This is why in the 70s the jeans were something that was out of the ordinary. They were
considered to be signs of ideological sabotage. It is very important for me to ask you
about the slogans. We mentioned triggering memories as the aim of provoking people
with things from past times. You use the word “Sale”, which emerged afterwards (after the
collapse of communism in 1989 — tr.) in new commercial contexts. Did you confront again
people in the metro with these signs or did you do it in a different place, which you identi-
fied with something old?

Elena Koleva-lvanova: We did it in the metro again, as an attempt to superimpose new
substitutes onto the old model — the communist party parade. This is what we do with the
metro itelf — it is a new substitute for the old model — the parade. We replace the slogans
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Enena KoneBa-lMBaHoBa: 3a Hac 6elle MHTEPECHA peakuusaTa Ha xoparta, OTKp1BaLlm ce-
ralwHOTO M MUHANOoTo. Vimalle >xeHn Ha cpefHa Bb3pacT U MO-Bb3pacTHU, 3aNHTPUIyBaHu u
TbpCELWM KbAe € pasnpogak6aTta u Kaka e npomouuaTa. 3a MeH 6ele o6onMTHa Tasu
TPEBOXHOCT.

JIbuezap BospxuneB: B KOHTEKCTa Ha akumMsiTa Kak cTaBalle ToBa — NMOCNEROBATENHO UMK
efHoBpeMeHHO? Cnumpa Bfiak B METPOTO, MbTHULMUTE ca nocpewHaTn ¢ ,Jlobpe pownun®,
naBa HOB Bnak — nocpeluare rm ¢ ,Pasnpogakéa” u...

Enena KoneBa-lBaHoBa: [1a, TO4HO Taka.

JTbuezap BospxumeB: Moxxe 61 a3 MUCNS OCTA CUMETPUYHO 1 MU Ce CTPYBa, Ye Te3un Haa-
nMcy MoraT Aa Ce CnoXkat Ha MSICTOTO Ha MaB3ofes. A MUcnuny nn cTe 3a aBTobyc uUnu
TpamBan?

Enena Konesa-NBaHoBa: O6Ccbxxpaxme BapuaHT ga Hanpasum akums B aBtobyc 111 ot
JlionuH go MnapocT — »eHu ¢ wnndepu 1 ¢ NoOBeaeHue, xapakTepHo 3a o6pasu ot 70-Te ro-
LOVHW, 1 3BYK OT MaHndecTaumn. Ho B KpanHa CMeTka ro n3ocTaBuxMe.

LiBetennHa N'ocnopgunHoBa: Vimaxme Hyxaa oT ABUXEHNE.

Jlnnuna MbpBaHoBa: He uckaxme fa HanpaBuM CLEHa, KOATO xopaTa Lie pas3no3HasaT u
e ce YyBCTBAT CNOKONHW. [M0-BaXXHO Gelle Aa oCcTaHe TPEBOXHOCTTA OT TOBA, KaKBO Ce
cnyysa.

Jlbuezap BosmxumeB: B npencraesHeTo Ha rpyna X-tendo nuwete ,Pabotum 3a uyoBe-
Ka...“. B cb3HaHMETO Ha xopaTa OT MOETO MOKONeHne ToBa BefHara npeausBrkea Hela
OT MMHaNoOTO U TO B HaW-knuwmpaH sug. Bue moxxe 6u umare npeasug ,Bbpxy vYoBeka“,
unmn MoXxe 61 nmaTe NpeaBua KpanHusa agpecat? /1 BTOpu NbT TOBA € YOBEKBLT, KOMTO e
ponge B n3noxoara u we Buan BawmTe pesyntatu. Kak Bmxpare ,nonsata“, NO3uTUBHNS
pesynTar 3a nybnukaTa OT TakbB BUA aKUMs 1 HENHUTE BU3yanusauun? MNMoHexe 1 a3 cbMm
6uNn BbB Ballata Nno3vuus Ha CTUNEHANAHT, MONYyUMNX HAKaKbB BUA KPUTUKA B Tasn Noco-
ka. OT egHa cTpaHa, pomuTe ot ,Bpuragata Ha CtedaH n HeroBute 3eTboBe” Ce ABABAT
KOpeKUMs Ha peknamHarta cpepa, a OT Apyra cTpaHa, B peknamHara cpefa ce nosisuxa
nMua, KOUTO MHaYe rm HaAma, Te ca 3abpaHeHu. VMimeHHO B TOBa BUAsX nofasaTa — B nosisa-
Ta Ha Te3u nuua. Ml pocera He 3Ham ganu ToBa ce NpuBMXaa kaTo fo6po unm nowo. Ho
3a eguH MOMEHT HELLO HOBO ce nonyyu. Ta onutBam ce ga nonuTam: Kakey ca oYyakBaHu-
AaTa, crnep KaTo ce akTMBMpPAT Xxoparta 1 TeXHUS CMOMEH 3a XKMBeeHeTOo B rpaja? Kak Bux-
paTe pesynrara OT ToBa akTuBmpaHe? [danu pabotaTta BbpXy TO3U MPOEKT € camMo B pam-
kuTe Ha BrnsyanHusa cemuHap unm nmarte no-gbara crparterns B T0Ba, KOETO npasute?

“«

Enena KoneBa-NBaHoBa: C ,Pa6oTum 3a 4yoBeka...“ roBopuM M306W0 3a paboTaTta Ha
rpynarta. /I B no-o6Ly nnaH ToBa € NOCokKa, KOSITO CMe CU 3a4anu He camo 3a TO3U npo-
ekT. Hne Tbpcum 1 n3cnegBame NOBEAEHUETO Ha YOBEKA B rpafa B XKeNnaHWeTo Ch upes
NnokKasBaHeToO My [a NpOBOKUpame edviH Bup OCb3HaBaHe, cebepedriekcus, OTKpuBaHe
Ha cebe cu, n3bsreaHe OT aBTOMATUYHOCTTa U HaBuka. /I eguH Bua, KONKOTO U 6aHaNHO
[a 3Byuu, Aa 6bOeM KpeaTVBHU B €XEeOHEBMWETO, JOPU U B Hal-MankoTo, C KOETO CMe
CBUKHanNu.

Jlbuesap Bosapxnes: [la, ToBa e ACHO. Hue cTomMm rope-gony Ha egHa u cbuia nnatdop-
Ma — C pas3fn4yHu ctparternn, KOHTEKCTn 1 npoune. Ho a3 nckam Aa Bu 3agam BbMNpocC, Koun-
TO ca 3aaBasnv 1 Ha MeH, a 1 Ha uenust BuayaneH cemnHap: KakBo HU faBa NpaBo fa Muc-
nUM, Yye Xxoparta He ce YyBCTBaT KOM(OPTHO, KO HM € YMbJIHOMOLLMI Aa Kapame xopara aa
ce camoocb3HaBar?

Jlnnna MbvpBaHoBa: A3 cu aasam nNpaeo. ToBa CbC CUTYPHOCT € peakLuusi Ha CO6CTBEHOTO
MU >XMBEEHE TYK.
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“Eternal comradeship” and “Long live the USSR” with something that is characteristic of
our time.

Elena Koleva-lvanova: What was interesting for us was the response of the people who
were discovering the present and the past. There were middle-aged women who were
curious about the sale and who were actually trying to find it. For me this kind of anxiety
was more interesting.

Luchezar Boyadjiev: How did this happen in the context of the activity — consecutively or
simultaneously? A train stops, the commuters are greeted with “Welcome” and then
another train stops and the next group of commuters are met with “Sale” and...

Elena Koleva-lvanova: Yes, that’s right.

Luchezar Boyadjiev: Perhaps my thinking is quite symmetrical and it seems to me that
these words could be placed where the Mausoleum (of Bulgarian communist leader
Georgi Dimitrov — tr.) used to be. Have you thought about a bus or a tram?

Elena Koleva-lvanova: We discussed the possibility to carry out one of the project activi-
ties in the 111 bus — a route that conects the Lyulin and Mladost housing estates — where
women with mackintoshes and behaviour typical of the 70s are a common sight, and with
the sounds from a communist party parade. But in the end we abandoned the idea.

Tsvetelina Gospodinova: We needed movement.

Lylia Parvanova: We didn’t want a setting which people would recognise and would feel
comfortable in. It was more important to keep the anxiety brought about by what was
happening.

Luchezar Boyadijiev: In the mission statement that presents X-tendo you write

“We work for the individual”. In the minds of people from my generation this
immediately connects with things from the past, with the most stable of cliches, in fact.
Perhaps you mean “on the individual” or do you mean the ultimate addressee? And,
secondly, there is also the individual who will come to the exhibition and who will see
your results. How do you see the ‘benefit’ for the audience, the positive outcome of this
kind of project activity and its different visualisations? Since | have been in your position
of a Visual Seminar fellow, | have been criticised in various ways in that regard. One
thing is that the Romanies from “Stefan’s Brigade” are a sort of correction of the adver-
tising environment, but apart from that, visible in this environment were faces that are
not normally allowed in it. | saw the benefit precisely in the appearance of these faces.
And | still do not know if this is perceived as good or as bad. But for a moment some-
thing new emerged. So what | am trying to ask is what are the expectations after the
activation of the people and the memory of living in the city that they have? How do
you see the result of this activation? Is the work on this project restricted to the

Visual Seminar only or do you have a broader conceptual framework or strategy for
what you do?

Elena Koleva-lvanova: By “We work for the individual” we mean the work in our group,
in X-tendo. More generally speaking, this is a direction we would like to follow not only
with this project. We are searching for human behaviour in the city and we are studying

it because by means of exposing this behaviour we want to provoke a kind of self-aware-
ness, self-reflection, self-discovery, an avoidance of habits and automatism. In a sense,
however trite this might sound, we want to be creative in everyday life that we are used to,
even in the tiniest details.

Luchezar Boyadijiev: Yes, this is clear. We are more or less on the same plane though
our strategies, contexts, etc. differ. But | would like to ask a question that | have been
asked and it refers to the whole Visual Seminar: Who gives us the right to think that peo-
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EneHa KoneBa-MBaHoBa: Hue He n3xo)xgame OT no3vumsaTa, Ye MOXKEeM [a Janem Hsika-
KbB Mofen.

LiBetennHa NocnognHoBa: ToBa e aBTOKOMeEHTap. AKO HSKOWM OTKpue B MosATa pacoTa
HeLlo, KOETO ro Kapa fa ce camonpoBOKUpa, oobpe. Ho a3 He mucns, ye nvam Npaso aa
noyyasam xopara.

JNlnnua MbvpBaHoBa: Hve gecTtBame MHOro AenuKaTHoO, He CMe 3annawmTesniHi B ToBa, KO-
€70 NpaBumM. Ho To e HancTMHa B COGCTBEHOTO CU XXMBEEHE Aa UCKaLl Aa NPOMEHULL HELLO.
Hamam nnaH, KONTo oa 6bAe HaNoXXeH Ha ocTaHanute. ToBa e CnofesnsHe Nno-CKopo.

Hbqesap Bospxumes: B gocerawHara pa60Ta KakKBW Opyrn npoeKTn nvmarte B Ta3n nocoka?

Jlunna MbvpBaHoBa: Hyue umame TeatpanHo o6pasoBaHue. MbpBUTE HM ONUTU ca 6unu Ha
H/MBO TbPCEHE Ha N3pasHN CPeacTBa ¥ NPeACcTaBAHETO Ha paboTaTa Hu B rpaaa.

LiBetenuHa MNocnopuHoBa: Ako HAMa gpamartyprusi, cu a1 cb3gasame camu. Mimaxme onw-
TV Ha ynuuarta n npean BudyanHusa cemuHap. ApamaTtyprusita He e 3agb/mHKUTenHo nucaH
TEKCT, a e ApamaTtypris Ha nosefgeHve...

Enena Konesa-lBaHoBa: ...MSCTO, HA B3aMOOTHOLLEHWS. Hanpumep B TeaTpanHo-cuTya-
uMoHeH nmbpdopmaHc ,Tantn® paboTm C apamartyprusita Ha TUMOSIorMYHK 3a rpagckara
cpena, oT rnegHa Touka Ha pyHKumsaTa, mecta. Kato Msicto 3a cpela, MsacTo 3a npemuHa-
BaHe, MscTo 3a oTtaux. Busnpame xapakTtepHOTO NOBEAEHVE Ha MecTaTa.

Nununa n'praHOBaZ OnuTBaxme aa BHeCEM AOpyro ecteTnyeCckKo NnpoCcTpaHCTBO, KaTo Ce Ha-
MecBaMe B exxefHeBMneTo. Vmalle peakuua — CbnpoTBa KbM TOBa, KOETO npaBuM.

JTbuesap BosapxmneB: OTkbae nopalle cbnpoTneara?

Nnnuna MNbpBaHoBa: XopaTta He ca CBUKHANW fAa cpeLwart U3kycTBO Ha ynuuara. Te cuuTtar,
ye 3a U3KYCTBOTO MMa OnNpefeneHn MecTa U U3nnM3aHeTo My U3BbH TAX Ce cuMTa 3a Hapy-
LIeHNe Ha 3aKoHa.

LiBetennHa locnopgmnHoBa: A3 BCbLUHOCT HE MUCTISA, Ye npasum I/I3KyCTBO!

Enena KoneBa-lBaHoBa: 3a MmeH ToBa e peakuna Ha HAKaKBU CITy4kn, mecta nnm CboUTUS
CbC CcpeacTeaTta Ha U3KYyCTBOTO.

Jlnunna MbvpBaHoBa: To He € TOUHO N3KYCTBO. AKO €, TO € N3KYCTBO Ha MeaunaumaTa.

Jlbuesap Bosapxumes: CTpyBa Mu ce, Ye TOBa, KOETO BME NMpasBuTe, TOYHO nopaan dakTa,
ye He ce nogaasa Ha geduHuUMATa ,TeaTtbp” WU OPYro Knacuyecko U3KyCTBO, MOXe Aa
Brnese B TepMuHa mnaga kyntypa. Owe eguH BbNpoOC — €TUMONOrnaTa Ha MMETO Ha rpyna-
Ta e CBbp3aHa C eKCTeHuus, paswmpsBaHe. Kak 61xTe pasTbiikyBanu ToBa nme? B kakbs
CMUCHN €: NPOAbIIKEHME B XKUBOTA MU B U3KYCTBOTO?

Enena KoneBa-lBaHoBa: B 06w nHum 1 gBeTe — Ha X1BOTa B N3KYyCTBOTO U HA U3KYCT-
BOTO B )XMBOTA.

LisetenuHa MocnopgnHoBa: OcBeH TOBa Ce pasluupsiBa, 3a Aa MoraTt ga Bnssart v apyru
uneHoBe. Ho 3acera He ce nonyyasa...

JTbuesap BosapxumeB: AKo rpynarta obeme usanara O6LWHOCT OT Xxopa, kouto »xmeesaTt B Co-
odus, ce aBaBa ngesTa, ye X-tendo ncka ga 6vae nupep.

Nnnna I'IpraHoaa: Ha meH ToBa Mu e ronsama yTonua: N3KyCTBOTO N XXUBOTHLT a HAMAT
rpaHunua. Bce egHo nparbT Aa ce KayBa, HMBaTa Aa ce KayBar.

LiBetenuHa MNocnogunHoBa: He, He ce nonyyasa. A3 CbM MO-CMOKOMHA KaTo paboTs Taka,
3a ce6e cu. AKO cnyvairHo 1Ma HsaKakBa rnonsa oT TOBa, KOETO MpaBss, TO T LUe Ce MNosiBU.
He pa ctasam nupep, na 3asnagssam...
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ple do not feel comfortable as they are, who gives us the right to make them become
self-aware?

Lylia Parvanova: | grant this right to myself. This is certainly a response to my own living
here.

Elena Koleva-lvanova: We do not presume to offer some kind of a model.

Tsvetelina Gospodinova: This is one’s comment about oneself. If someone finds some-
thing in my work that makes this person provoke themselves, this is fine. But | don’t think
that | have the right to tell people what to do.

Lylia Parvanova: We act in a very delicate way, we are not threatening in what we do. But
to want to change things is part of life, of one’s living it. | don’t have a plan which to
impose on other people. It is more of a sharing.

Luchezar Boyadjiev: In your work what other similar projects have you carried out?

Lylia Parvanova: We have a theatre background. Our initial attempts amounted to search-
ing for expressive means and presenting our work in the city.

Tsvetelina Gospodinova: If the drama is not there, we create it ourselves. We have made
attempts in the streets before the Visual Seminar. Drama is not necessarily about a written
text, it is the drama of behaviour...

Elena Koleva-lvanova: ...of place, of interaction. For example in the theatrical-situational
performance “Tahiti” we work with the drama of places in the urban environment that are
typological in terms of their function. For example, a Place for meetings, a Place for cross-
ing, a Place for recreation. We have in mind the characteristic behaviour of places.

Lylia Parvanova: We were trying to introduce a different aesthetic space by interfering
with everyday life. There was a response, resistance to what we did.

Luchezar Boyadjiev: Where did this resistance come from?

Lylia Parvanova: People are not used to see art in the street. They think that there are
special places for art and when it goes out of their boundaries it is seen as overstepping
the law.

Tsvetelina Gospodinova: In fact, | don’t think we make art!

Elena Koleva-lvanova: For me this is a response to stories, places or events using artis-
tic means.

Lylia Parvanova: It is not exactly art, strictly speaking. If it is art, then it is the art of medi-
ation.

Luchezar Boyadjiev: It seems to me that what you do could be seen as belonging to
youth culture because your work does not fit the definition of ‘theatre’ or another classical
art form. And another question — the etymology of the name of the group is related to
extension, to broadening. How would you interpret the name? Is it extension in life or in art?

Elena Koleva-lvanova: Basically, it goes in both directions — or life in art and of art in life.

Tsvetelina Gospodinova: Besides, it is broadening so that other members can join in.
But this doesn’t work for the time being...

Luchezar Boyadijiev: If the group includes a whole community of people living in Sofia,
the notion could emerge that X-tendo wants to be a leader.

Lylia Parvanova: This seems fairly utopian to me: there is no boundary between art and
life. It’s like the threshold rising, or the levels rising.

63



VS- Book- 2-final.qgxd / page 64

Jlnnuna MbpBaHoBa: [a, Taka e, He uckaw ga ctaeaw nvaep. O6ave nva cmucobn ga cra-
BaT TakmBa Hella — xopaTa fa BbpBAT, He TV Aa r'M BOANLL.

Jlbuezap bospxueB: Kaksa 61 6una ngeanHara cpega 3a npeacraeneHusiTa Ha X-tendo?

EneHa KoneBa-NBaHoBa: Hue ce 3agoBonsBame ¢ HaNMYHOTO. TOBa € egHa OT UgenTe Ha
rpynarta — ga pabotum C TOBa, KOeTO mma.

Jlnnuna MbpBaHoBa: 3a MeH € MHOro BaXKHO Aa paboTull Ha U C MACTOTO, KbAETO >KMNBEELL.
Cera ce BbpHax oT NopTyranus, oT eqHO nNpucTaHuwe. Tam npucTurat kopaéueta, n3nusa
MOTOK OT XOpa — KaTo MaLUUHKIX, KaTo €1H U CbLUM YOBEK. Hre r npecsakoxme, MrHaxme nep-
NEeHAVKYNAPHO, NPOBOKATUBHO, HO TOBA MO HUKAKbB HAUMH HE M CMyTU. AKO He Mo3HaBsall
MSICTOTO, HE 3Haell KakBa Nno3nuys 3aemall B Hero, He 3Haell KakBO MOXKe Aa ce CIyun.

JTbuesap BospxueB: XKuBeem Tyk B rpaga — uma v Hewwo, KOeTo He e cnomeH? Korato ce
ABMXa MbPBUTE peKamu (Torasa oLle HAMalle TONKOBa MHOrO 6UNGopAoBE), HA eauH ro-
nam 6nok go HOK nuwewe ,,C BKI Hanpen”. Nocne tam ce aBu ,M-ten”. MsacToTo, KOETO
npegv BnacTTa € U3nonasana, cera ro uanonasea gpyra snact. Lisnoto mu »xuBeeHe B rpa-
fa e CMOMEH...

AwnaHa MNMonoBa: Pa6oTara Ha rpynara CblLLUO € HIKaKbB CMOMEH — BKIIOUYNTESHO 3a MSCTO-
TO, KbAETO e npaseHa. [PoMeHs M ce Hewwo B Hes NPu NPEACTaBAHETO N Ha ApPYro MACTO,
B 1310x6a Hanpuvep?

EneHa Konesa-llBaHoBa: CTaBa BbMpOC 3a pasfyHu NPodyKTW, 3a pasfMuHi pesynTa-
. MpencTaBsHETO B ranepuitHO NPOCTPAHCTBO € ONUT Aa ce 0606LlWKM ToBa, KOeTo cMe
npasunu.

Jlnnuna MbpBaHoBa: AKO TOBa, KOETO LLE HanpaBuM B ranepusita, ro CnoXmm B METPOTO,
3HauYeHNeTo My BeYe e € abCoMIoTHO PasnnyHo.

EneHa KoneBa-lBaHoBa: LLie e Hewo TpeTo.
Ownana MonoBa: A Bue He NnaHupare nu ga ro npeacraBaTe B METPOTO?
Enena KoneBa-lBaHoBa: He, 3acera He.

Aunana Monoa: 3awoTo 61 610 MHOMO MHTEPECHO TOBA ,BPbLLAHE HA MECTONPECTbIe-
HMeTo".

EneHa KoneBa-lNBaHoBa: Llle nva gocta HegoBOMHW.

Jlnnuna MbvpBaHoBa: Ho u nocta 4OBOAHM — Aa ce BMAOAT...
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Tsvetelina Gospodinova: No, this doesn’t work. | feel more comfortable when | work just
for myself. If by any chance there is some kind of benefit from it, then this benefit will
appear. | don’t want to become a leader, to conquer...

Lylia Parvanova: Yes, this is true, you don’t want to become a leader. But it is not mean-
ingless to make such things happen — to see people going and not being led by anyone.

Luchezar Boyadjiev: What the ideal milieu for X-tendo’s performance?

Elena Koleva-lvanova: We make do with what we have. This is one of the group’s ideas,
to work with what we’ve got.

Lylia Parvanova: For me it is really important to work in, and with, the place where one
lives. I've just come back from a Portuguese harbour. Boats arrive and a stream of peo-
ple get off — like little machines, like one and the same person. We walked across the
crowd, cutting into it provocatively but this didn’t bother them at all. If you don’t know the
place, you don’'t know what kind of a position you have in it, you don’'t know what can
happen to you.

Luchezar Boyadjiev: We live here in the city — is there anything which is not a memory?
When the first advertisements appeared (there were not as many billboards then as there
are now), there was a sign on a big block of flats that said “Forge ahead with BCP”
(Bulgarian Communist Party —tr.). Then Mtel (The biggest mobile communications compa-
ny in Bulgaria — tr.) appeared there. The place which the ruling political power has used, is
now used by another power. The whole living in the city for me is a memory...

Diana Popova: The work of the group is also a kind of memory — including a memory of
the place where it was carried out. Does anything in it change when it is presented in a
different place, for instance in an exhibition?

Elena Koleva-lvanova: We are talking about different products, about different results.
Presenting work in a gallery space is an attempt to summarise what we have been doing.

Lylia Parvanova: If we put in the metro what we do in the gallery, the meaning will be
totally different.

Elena Koleva-lvanova: It will be a whole new thing.

Diana Popova: And for the time being you do not plan to present it in the metro?
Elena Koleva-lvanova: No, not for the time being.

Diana Popova: Because this “return to the site of the crime” would be very interesting.
Elena Koleva-lvanova: There would be a lot of discontent.

Lylia Parvanova: But there are also those who would be pleased to see themselves...
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X-tendo
Ot kbm 3a Hacam, 2004. Kagpu ot Buneo / Therefrom Hereto, 2004. Video stills
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AnekcaHpbp KboceB
Oko 3a 6negus rpag

HoBuTte ctmneHgnaHtn

BbB BTOpaTa cu cecusi 3a CTUNEHANAHTY
BuayanHuat cemvHap npennoxu ase
Temu: ,[pagbT, KyNnTypHOTO HacneacTso
n HocTanrusaTa“, ,06pasun Ha Tpyaa, 06-
pasun Ha koHcymauusaTa“. Ctpysa mu ce,
ye nsbpaHuTe npoektn (,/13BMHeTE, KON
e 103U rpan?“ Ha Kpacumup Tep3nes n
,OT KbM 3a Hacam“ Ha MmnagaTa Tear-
panHa rpyna X-tendo) otnpoxa no-ganev
OT o4yakBaHoOTO. Te NnpoBoKMpaxa
BusyanHusa cemuHap ga npedopmynupa
HSKOM OT NPUHUMNUTE CW, a egBa nu uma
Mo-CUrypeH KpuTepun 3a ycnex ot ToBa
[a BUAOMLI MO HOB, MO-AbJI6OK HaUNH
BbMNpPOCKTE, HA KOUTO Cam ce onuTBall
Aa OTroBOpPMULL.

Kpacumup Tep3unes Bnese BbB ,Busyan-
HUA CEMUHap® KaTto Mbflyanus HeJoBep-
unBeL. 13BecTHu my 65xa, pasbupa ce,
OCHOBHWTE MOCMaHUs Ha ceMuHapa: ye
BM3yanHaTa cpefa € XXU3HeHa cpefa, ye
3almTaBame nNpaBoToO Ha BKYC 1 rpamoT-
HOCT B YETEHOTO Ha rpaga v np. A Ton
rnepawe, 6e3 ga rosopu. He ce cewax-
Me, ue exugHo ce nuTa ,l/3BnHeTe, Kon e
TO3K rpan?“. PagnkanuamsT My cTaHa
SICEH NO-KbCHO, KoraTo pa6otaTta My 3as-
Bu ,Codusa He cbuecteysal“. N yTouHn:
Codus e rpaacka cpefa, octaBeHa 13-
LSO Ha YacTHa U IMYHa MHULMATMBA,
rpag, KOMTO ce pasnapa Ha pasnokbca-
HWU Nopeanumn OT NPOCTPaHCTBEHO-COLM-
anHu napuerta, BCsiKka CbC CO6CTBEHA J10-
rmka, puTbM 1 npasuna. Tep3nes Bb3Ha-
MepsBalle Aa n3cnegsa npouecute Ha
aToMu3npaHe Ha rpagckara reorpadus n
apXuTEKTypa, KakTo 1 fornkara Ha rnocT-
counanncTMYecKo NPon3BOACTBO Ha 06-
LLeCTBEHO NPOCTPaAHCTBO, HO Hanpasu
noeeue OT ToBa.

X-tendo npunuuaxa oTHavano Ha pas-
BbJIHYBaHW IOHOLUN, KOUTO MHOrO MckKaxa
»0a paboTaT 3a uoBeka“, HO He 3Haexa
KakK TOYHO [a ro HanpasaT — 06sCHsABaxa
06bpKaHuTe CM HamepeHus Oopwu oLe
no-o6bpkaHo. B xoga Ha paboTara um
obaue KpucTanuaupa Hewlo npocTo n

Kpacumup Tep3anes / Krassimir Terziev
3BnHere, Kol e To3nm rpap?, 2004
Excuse me, Which City is This?, 2004
www.cityscales.net

Alexander Kiossev

An Eye
for the Pale City

The new resident fellows

For its second fellowship session, the
Visual Seminar has put forward two top-
ics: “The city, the cultural heritage and
nostalgia” and “Images of labour,
images of consumption”. | believe the
projects selected (“Excuse Me, Which
City is This?” of Krassimir Terziev and
“Therefrom Hereto” of the young theatre
group X-tendo) went beyond the expec-
tations. They have provoked the Visual
Seminar to redefine some of its key
assumptions, and there is hardly a suc-
cess indicator as sure-fired as getting an
innovative and deeper insight into the
issues you are trying to explore yourself.

Krassimir Terziev entered the Visual
Seminar as a silent doubter. He was cer-
tainly aware of the seminar’s key mes-
sages: the visual environment is a living
environment, we stand for the right to
promote taste and literacy in reading the
city, etc. Yet his agreement was tacit,
and his look was straying. It never
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Bb3AeNCTBaLLO: NoBefeHusTa ca 4yacT oT
rpaga, uctopusita (M ICTopunTe) — vact
OT nosefeHusaTa. Tesyn MHOronnacTosm
TEMMOPAaNHOCTU-NPAKTUKN Ce BNUCBAT B
rpaga v ro USMeHsT: rpagbT € CbBMEeCTs-
BaHe Ha BpeMeBW NnactoBe, 0OCO6eH Aun-
anor (unu rnyxota) mexgy namer u 3a6-
pasa. Ton He e JapeHoCT, 3aloTo e Ham-
pexxeHne Mexxgy NCTOPUYECKN CBETOBE,
MEXAY MCTOPUYECKN ABMKEHUS Ha Macu
N CNyYyanHnsa XXMBOT HaA HE3HAUUTENHN
xopa.

NMpomeHeHaTa 3apaya

M3npaBeHn npen asarta npoekTa Ha Tep-
3neB n X-tendo, cme NpuHyaeHn pa cu
NPUMNOMHUM HELLO, KOETO YK OTAaBHa
3HaeM: BCEKU rofisiM NOCT-MOAEPEH rpaj
e pasbaresaHe — pasganevasawy ce Gop-
MU Ha »XMBOT CbC CBOSI TPAEKTOPWS 1 MO-
COKa, C pasfvyHn coumanHn CTUoBe,
mecTa 1 BpemeHa. CounanHute My npoc-
TpaHCTBa, Jopu KoraTto ca 6unu 3amuc-
NeHN B CTUNA Ha rofisiM, LieHTpanm3npaH
YP6aAHNCTNYEH NPOEKT, HEMPEKbCHATO
6uBaT YCBOSABAHU 1 NPUCBOSBAHN OT UH-
AvBuan u rpynu. MpadbT He e NnaHnpaHo
LAno, a cepus OT pas3HOPOAHM ynoTpeobu,
BGPUKONAXN 1 3N10YNOTPEBU — KOHIMTOME-
pat OT rpaacky MecTa, Cb3faBaHn ¢ pas-
HU Lenn n KOHGNUKTHU cTparternm 6e3
06Ly, 3HameHaTen. ToBa atoMmu3umpaHe e
ABOWHCTBEH Npouec. To nma nonoxu-
TefnHa cTpaHa, 3all0TO € Hau4uWH, Mo Kou-
TO Xopara npassT rpaga cson. Ho ot
CBOSl CTpaHa NprcBOABaHETO HOCU pas-
NMYHN Bb3MOXKHOCTU. TO MOXke fa 6bae
WHTUMHO NpepaboTBaHe Ha rpaga — Cb3-
faBaHe Ha 611M30CT, TOMuHa 1 curyp-
HoCT, o6XmBaBaHe. Ho moxxe pa 6bae u
CbBCEM ByKBanHO, KOPUCTHO U HE3AKOH-
HO NMPUCBOSIBAHE HA Crpaan, NPoCTpPaHc-
TBa W IMEeKn, KOUTO He ca camo TBOW...
MprHyneHn cme fa cu NpUNOMHUM, ye
CbBPEMEHHUAT rpaj CblLEeCTByBa B
CTPaHHOTO HarnpexeHne Mexay oéLimTe
NOJSINCHW NPOCTPAHCTBA, UHTUMHUTE KbT-
yeTa Ha UHOMBWAN U OBLHOCTK, U BCE-
Bb3MOXXHU MecTa (Maxanu, gynku, reta,
CBbpTanuuia, 6bpnory) Ha nuua n rpynu
6e3 nonmcHu uenu. butnero my e mmucnu-
MO Camo KaTto Cb-6UTUE OT HECHBMECTU-
MOCTW, KOUTO He MoraT fa 6baaTt 0bxBa-
HaTu OT eaVH-eaAMHCTBEH nornen. MNpu
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occured to us that he was sardonically
asking “Excuse Me, Which City is This?”
His radicalism came to the fore later on
when his work declared, “Sofia does not
exist!” And then specified: Sofia is an
urban environment fully abandoned to
private or personal initiative, a city falling
apart to shattered spatial and social
shreds, each one having its own logic,
rhythm and rule. Terziev was intent on
exploring the processes at work atomiz-
ing urban geography and architecture,
he wished to explore the logic of post-
socialist manufacturing of public space.
But he went further than that.

X-tendo initially had the look of wide-
eyed youth eager “to work for humanity”
yet unaware which way to go about it.
They went on explaining their fuzzy inten-
tions in an even fuzzier way. In the
course of their work however something
straightforward and moving crystallized:
behaviors are part of the city, history
(and stories) are part of behaviors. These
many-layered temporalities/practices get
inscribed within the city to alter it: the city
is a cohabitation of time layers, a pecu-
liar dialogue (or deafness) between rec-
ollection and oblivion. Too much a ten-
sion between historical worlds and
translocations of masses, and the ran-
dom living of insignificant human beings,
the city cannot be taken at face value.

A mutating task

Faced with the Terziev and X-tendo proj-
ects we are compelled to recollect some-
thing we are supposed to have long
known: each large postmodern city is a
scattering, a centrifuge: divergent life
forms with their own trajectory and direc-
tion, with varying social styles, places
and times. Its social spaces, even as
thought out within the format of a large
centralised urban project, are incessantly
absorbed or hijacked by individuals and
groups. The city is not a planned whole
but a series of variegated uses, collages
and abuses: a conglomerate of urban
locations set up for various reasons and
conflicting strategies, with no common
denominator. This atomization is a dual
process. There is a positive side to it as
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TOBa, pa36Arear ce He camo rpaackuTe
peanHoCcTu, HO U FPaACKUTE 3HALM, Kak-
TO W rpafcKnTe NepcrnexkTnBu — rpadbT
nanpawa pasHonuku oépasu 1 n3ncksea
€0HOBEPEMEHHO MHOTO FMeAHN TOYKUN OT
CBOS Habnogaren. 3aroea TeopeTuunTe
Hapuyar TakmBa rpagose CBoebpaseH
»CBETOBbPTEX Ha penpeseHTauumTe”
(Anekcangbp lenun), egHoBpemMeHoOCT
Ha ,MyTupanu Buaun®“ (cnopep Kpacu-
mup Tep3ues).

Haenusanku B cBosita 3pana ¢asa, Bu-
3yanHuaT cemuHap cu aage cMmeTka, ve
NPEeAULIHKAT anen 3a NoHe enemeHTap-
Ha, egHonnaHoBa rpamMoTHOCT B YeTeHe-
TO Ha rpaga e cumnartunyHa yrtonus. pa-
AbT He e ACeH TEeKCT, KOWTO Mma camo
edHa TeMa, He € HanucaH Ha efnH e3uK,
He e KOAUpaH B edVHEH KoM, HAMa Jopu
efdHa obLa a3byka. [MponssexpaHeTo Ha
O6LUEeCTBEHMN NPOCTPAHCTBA € MHOXECT-
BEH 1 Pa3HOMOCOYEH aKT, KOUTO He 3a-
BMCWU CaMO OT KMETCTBOTO, HATO camo OT
apxuTekTypHaTa Konerns unm ot ypba-
HUCTUYHWTE akTuBMcTW. B ToBa npomns-
BOACTBO Ha 3HaLM 1 3HAKOBW MecTa ca
BK/IOYEHN BCUYKN — YUYEHULM 1 KpUMU-
HanHW Mpexu, ManuuHCTBa, NenKkn n
GyTOONHN 3anansHKoBLUW, aaMUHNCTPa-
LMs 1 METbAW, MbHKOBE, CKMHapW 1 yen-
BOBe. 3aTroBa ToM M3UCKBA apyra rpa-
MOTHOCT Ha CBOETO YeTeHe.

Ha nbpBO macTo T Tps6Ba oa Moxke aa
yeTe HernoapeaeHaTa MHOXXEeCTBEHOCT Ha
rpaga — Hewwo KaTo YeTeHe Ha xaoca:
Kb/I60 OT MPENNETEHN KYNTYPHU e3ULN,
napoBe OT rpafacku 3ByuUu, BaBUIIOHUS OT
apXUTEKTYpHM rnepku. PazéupaHeTto Ha
rpaga e HeBb3MOXXHO 6e3 YCEeT 3a ToBa
eaHOBpEeMEeHHO yMHO)KaBaHe 1N aBTOHO-
MU3MpaHe Ha HEroBUTE MUKPOMPOCTPAaH-
cTBa 1 obocobaBalm ce mecTa. bes en-
HaKBO BHVMMaHUE KbM CTapuTe CeLecu-
OHHW Ccrpagu, KbM JTbCKaBUTE BUTPUHMN 1
yanra-6apoBe, KbM NMOpyTEHUTE OBLLECT-
BEHN MeCTa, KbM TECHUTEe rapaxu, mase-
Ta 1 6ankoHu, B KOMTO BneHysar 6rneaun
reviMbpu...

Mopo6Ha MHOXXECTBEHOCT OT CBOS CTpa-
Ha NpeanocTaBs 3pUTENEH bIbil Ha ,4YeTs-
LLIOTO OKO“, KOWUTO M3rnexmna HeBb3MOXXHO
LUMPOK: A BWKAA rope 1 Jony, oTnpes u

it is a way for people to establish their
ownership of the city. This appropriation
in its turn brings along a number of
opportunities. It might be a process of
intimate transformation, a creation of
closeness, warmth and security, a habi-
tation. Yet, at the other extreme, it can
just as well be a rather literal, illegal and
rapacious misappropriation of buildings,
spaces and views, which cannot simply
be someone’s property.

We are pushed to remember that the
modern city exists in a weird tension
between common polis spaces, the inti-
mate recesses of individuals and com-
munities, and places of all descriptions
(neighbourhoods, holes, ghettos, haunts,
dens, etc.) harbouring individuals or
groups of no polis objectives. Existence
is conceivable only as co-existence of
incompatibilities evading any single view-
point. Besides, these are not only the
urban realities that scatter away, but also
the urban signs and the urban perspec-
tives: the city transmits many-faced
images demanding of its observer a host
of simultaneous viewpoints. Hence theo-
rists call such cities “a vertigo of repre-
sentations” (Alexander Gelii); Terziev
uses the expression “mutating visions”.

As it entered maturity the Visual Seminar
became aware that the previous appeal
for at least basic, one layered literacy in
reading the city is a chummy-sounding
utopia. The city is not a translucent text
based on a single topic, it is not written
in a single language. Neither is it coded
in a single code, it does not even share a
common alphabet. Manufacturing public
spaces is a multiple and multifaceted act
escaping the rule of the mayor’s office,
the city planning community or the urban
activists. Quite a crowd seems to be in
on this act of manufacturing places and
signs — students and criminal networks,
minorities, aunties and football fans, the
administration and heavy metals, punks
and waves. Therefore reading the city
demands a different type of literacy.

Firstly, this literacy needs to be capable
of coping with the city’s disorderly plurali-
ty. It is like trying to read chaos - a tan-
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0T3af, BbH 1 BbTpe. [ope — B OTCbCTBA-
wara 3sesfa Ha nunoHa Ha MaptunHua
OOM, 0ofy — B AynkuTe no acdanta, oTn-
peqn — reapgenuute npeq Npe3naeHTcTBo-
TO 1 OT3ad — gUaLLmTe NenuIo pomyeTa
1 ABopyeTaTa, B KOUTO HAPKOAWITbPU TPY-
nart uHgMeuagyanHu gosu... Hosara Bu3y-
anHa rpamMmoTHOCT, 3a KOSITO nneampame,
BEUE He MOXXe Aa ce 3a0BOMN C BUAUMU-
Te NOBbPXHOCTU (dbacagwn, peknamm, Kyn-
TYPHU NamMeTHWUUW, rnegku). 3awoTo Tps6-
Ba da ,B/KOa HEeBUOMMOTO" — TanHn
MecCTa 3a cpeLum rno cpepjarta Ha npecuya-
LUK Ce rpaacky apTepuu, XpacTu Ha KBap-
TanHu rpagvHku, B KOUTO YUYeHUUW nyliat
TpeBa, AOKaTO [0 TAX Hernodosupawm 6a-
BGUYKN OPEMAT OO cTatyu, BAUrHanm iom-
pyL/ KbM HAKaKBO MpaluHO 6baeLue...

ToBa ,BmKOaHe HaBCSKbOe" Hanara B
nornega ga ce UHTerpvpar fOMnbiHNUTEN-
HW ceTmBa, a Jopw 1 ApYru, HEBU3YyanHu
po6popetenn. Heobxoommm ca cBOe6-
pasHu ,epoc*, ,cnyx“ u ,mvpuc“ — 3a ga
ce uysaT norounte oT SMS-u n e-mail-n,
6e3LYMHNTE BKIOYBAHWSA 1 U3KITIOYBa-
HWa OT yatose u dopymu ot VIHTepHeT-
kadeTara, NpbCHaTN KaTo BUPTYyamnHu
oasucu n3 peanHus rpag... OkoTo Tps6-
Ba eHaKBO [a Ce Cb6sa3HsBa OT cus-
el ObNrM Kpaka 1n pekanamHyi 3agHuum
no 6MN60pAOBETE M OT MUCTMKaTa Ha
TbMHUTE, CMbpAALL BXOAOBE — HO Aa He
nponycHe fa 3a6enexu, ye oT TAX U3nu-
3aT pewmnTenHy MbpPBOKNACHULY CbC
CBOW COBCTBEH AHEBEH pef...

3agHo ¢ ToBa Tpsi6Ba da nva namer u
TbpneHve. Camo upes Tax To 61 MOrno Aa
npocneav Apyrv pUTMy — CNOKONHUTE
MapLUpPyTX Ha MNEHCUOHepUTe (ronemmTe
NPUCBOUTENN HA BCUYKO B rpapa), 6bopu-
BMTE MM MOYMBKU — MO Macute Ha Mak[o-
Hanac, Ha nenuvum npea naHesnHuTe 6o-
KOBE; PUCKOBaHWTE 1M, 6aBHN pentose
MO KPEXKWN NeLexoaHn MbTeukun, OKoso
kouTo pbmkat apmuun ot MINC kyye map-
Ka, paBHOMPAaBHO CBMpPELLM 1 NncyBaLm
3aegHo cbe cpebpuctn Mercedes-n un
TbMHM BMW-Ta... N ga uye (unm pna cn
NPUNOMHK?) Kak Tam, A0 TsX, B CTyAEHN-
Te, HEPEMOHTMPAHN KIacHN CTam Ha Cb-
cegHara rMMHasus, yUmTenku Bce oLe
peuuntupar bores (Tam! Tam 6yps
KbpLUW....)

70

gle of intertwined cultural languages,
modes of urban sounds, a Babylon of
architectural vistas. Construing the city
would be impossible without a sense for
this simultaneous multiplication and sep-
aration of micro-spaces and autonomous
sites. Without paying equal attention to
old Secession buildings, glossy shop
windows and folk music (“chalga” in
local speak) bars, to the rundown public
places, to the narrow garages, balconies
and cellars where pale gamers day-
dream...

Such pluralism imposes on the reading
eye an impossibly wide vision angle. The
eye should shift up and down, front and
back, inside and out. Looking up - to the
now absent five pointed star formerly top-
ping the pylon of the former Party
Headquaters, looking down - to the pot-
holes in the tarmac, looking to the front -
to the guard in front of the presidency,
and looking around the back - to the
glue sniffing Roma kids and the seedy
backyards where drug dealers stockpile
“individual doses”...

The new visual literacy we are trying to
promote cannot be satisfied with the visi-
ble surface (facade, advertisements, cul-
tural monuments, sights). It needs to see
the invisible: clandestine trysting places
in the middle of crossroads, neighbor-
hood park bush where school kids
smoke grass while close by unsuspect-
ing grannies dose away by statues with
fists pointing to some dusty future...

This “seeing everywhere” demands from
the sight to integrate additional senses
and other non-visual virtues. Needed are
peculiar “sensuality hearing” and
“smell” — in order to capture the whiff of
streaming text and e-mail messages, the
silent off- and on-switching of chats and
forums from internet cafés interspersed
like virtual oasises around the real city.
The eye has to be equally seduced by
blazing long legs and advertising but-
tocks as by the mystique of dingy, reek-
ing entrances of tenement buildings, yet
it should not be oblivious to the

resolute first graders pursing their own
agenda...
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T.e., HOBaTa rpaMoTHOCT, KOSITO TbPCUM,
Tpsi6Ba Aa NpuTexaea 1 XepMeHEeBTUYHO
BbOGpaxeHue — Aa 6bAe rpaMoTHOCT Ha
BTOpa cTeneH. AKO nMbpBaTta CTeneH e
CBbp3aHa CbC CaMOBBL3NUTaHNE Ha CO6-
CTBEHOTO HU OKO, C TOBa Kak YeTem Hue
MHO>XECTBEHOCTTa, XETepOreHHoCTTa U
pasnuyHUTE rpapcky pUTMK, TO BTOpaTa
CTEMEH e yCeT 3a ToBa Kak ro yetar pas-
HOO6pa3HUTe Apyru (BNpoyem, TBbpae e
TbHKa rpaHnumTa mexxay aBete). Kak ro
yrnoTpe6sBart, 3noyrnoTpe6ssar, ycBossar
1 NPUCBOSIBAT PasNNUHUTE MY XXUTENN;
Kak C npaeo unu 6e3 BnMcear B TANOTO
My CBOETO NoBefeHue 1 namver.

Tasu meTa-rpamoTHOCT, ycelualia pas-
nuynurte life styles, oTneuataHun no crpa-
AuTe, ynuuuTe 1 MecTarta Ha rpaga (Kak-
TO efBa oT6ena3aHuTe neporpudu Ha
Manku, He3HauMTeHUTE XUBOTUN 6e3
cTun) Tpabea aa MoXke Aa pasnuuasa —
HanpvmMep Kora rpadutute ca aBTeHTU-
UeH MrafgeXkkm NPoTeCT U Kora — »xena-
HVe 3a mauaHe (ToBa ce Tpue C TepneH-
TWH)... Moxe 61 Han-TpygHOTO e ToBa, ye
TS, NpY LsAnaTa cu HEBb3MOXXHA KOMI-

Kpacumup Tep3ues / Krassimir Terziev
N3Bunere, Koii e To3n rpap?, 2004
Excuse me, Which City is This?, 2004
www.cityscales.net

Furthermore, it needs memory and
patience. Only thereby could the eye
trace out some other rhythms: the sub-
dued routes of retirees (the great appro-
priators of just about everything round
the city), their chatty stoops over
McDonald’s tables, at little benches in
front of high-rise tenement blocks; their
risky, slow going raids along flimsy foot-
paths beyond which hordes of mongrel
vehicles growl and honk and curse on an
equal footing with silvery Mercedeses
and dark BMWs. The “eye” would also
need to “hear” (or recollect?) how just
nextdoor, in a secondary school’s cold
classrooms in a state of repair, the mis-
sis still recites Botev (“There! The storm
is still chopping branches...”).

Therefore the new literacy we are after
needs to master a hermeneutical imagi-
nation - i.e. a literacy to the power of
two. If power one is related to the self-
making of our own eye, to the way we
read plurality, heterogeneity and the vari-
ety of urban rhythms, the second power
would be the acumen of how various oth-

7



VS- Book- 2-final.qgxd / page 72

NEKCHOCT, Tpsa6bBa Aa 3anasu Han-Cblec-
TBEHOTO OT nporpamara Ha BusyanHus
cemuHap — ga 6bae MMeHHO BU3yasnHa
rpamotHocT. Koeto o3HauaBa — fa 6bae
cumynTaHHa, MurHoseHa. [a pas6éupa c
€[HO MuraHe Ha OKOTO BCUYKO.

Ho Hanu cnen npedopmynmpaHeTo Ha
3apjavarta MMeHHO ToBa ,,BCUYKO" Beue e
npo6nem? Cnep kaTto ctasa gyma 3a
dparmeHTapmsnpaHe 1 atTommsnpaHe,
koeTo npespblia Codpus B 6nena abeT-
pakumsa (Kpacumup Tep3ues), TO Kak e
Bb3MOXXHO Ja passue BU3ns 3a ,.BCUY-
KO“, T.e. 3a rpagckara u nonumcHa
uanoct?

A oT gpyra cTpaHa — ako BuU3yanHuTe ce-
MUHapWCTN UCKaT Aa 6baaT He camo yyB-
CTBUTENHU (rPamoTHU), HO N NOAUTUYEC-
KN aKTUBHW, Tasun coduncka ,aberpak-
uMa“ B HUKaKbB Cnyvanm He 6uBa fa ce
ryéu ot norneqd. Konkoto n cnaéa,
KOJIKOTO 1 651eda fa e HoBaTta Bepcus Ha
rpagckara usnocT, rpaxkgaHckara nosu-
LMs Ha CeMnHapa He MOXXe a Cu No3BOo-
nn ga g 3axBbpnu.

KapTtn n Teatsp ¢ HUBOTO
Ha peka JyHas

Kpacumup Tep3nes nva csowv nogxon
npu yeTeHe Ha codnnckmsa xaoc. Ton ns-
rpaxga ceosita pasnagHata Codus B
HanpeXXeHNeTo MeXXay HAKOMNKO Cepun ot
0o6pasu, rpaBUTUpPaLLy OKONO MaHuMynu-
paHus CUMBOS Ha KapTaTa, HAKONKO npu-
Mepa Ha NPYCBOEHN NPOCTPaHCTBa U
KOHCTpyKUMATa Ha eaHa abcypaHo-Tear-
panHa (Mnmn KMHo-) cueHa.

B n3anoxo6eHaTa 3ana 6e noctaBeH
MOHUTOP, Ha KOWTO ce Bikaa kaprtarta
Ha rpaga — BCbLHOCT, UHTEPAKTUBHA WH-
cTanauusi, B KOSTO 3puUTensaT MoXe aa
Bne3e 1 aa npasu C No3HATUSA NiaH Ha
Codusa NnponsBosiHM Hewla.

Mo Tpaamumnsa mogepHaTa KapTa He 61
TpAGBano ga oonycka maHunynaumm — ot
Hes ce oyakBa fda 6bae NpeunseH, cury-
PEeH UHCTPYMeHT. HenHute HauepTaHu
ynuum 1 KBapTanu cnepga fa 6bgar npo-
AYKT Ha egHO HEBMAMMO 1 a6CONMOTHO
OKO, KOETO NPoeKTupa nop, ceée rpaga
(v upes ToBa ro Bnagee) Kato nyiocka u
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ers would read those (it is however a
very fine borderline between the two).
How the various residents use or abuse
appropriate or misappropriate the city,
how they chisel into the urban body its
own conduct and memory. This meta-lit-
eracy detecting various lifestyles imprint-
ed all over buildings, streets and town
places (as well as the feebly scraped
hieroglyphs of minor lives without a style)
should be capable of discerning, e.g. it
should tell an authentic youth protest in
graffiti from a dauber binge (to be erased
with turpentine)...

Perhaps the hardest thing is that this lit-
eracy, in all its stupendous complexity,
should retain the essence of the Visual
Seminar agenda - it has to be a visual lit-
eracy. The implication is it should be
instant, simultaneous. It should get it all
in an eye bat.

However, after redefining the task, does
not “all” become the problem itself?
Talking of fragmentation and atomization
that turn Sofia into a pallid abstraction
(Krassimir Terziev), how is it then possi-
ble to develop a vision of it all, i.e. of the
urban and polis entity?

On the other hand, if the Visual Seminar
participants are willing to not only be
sensitive (literate) but politically active as
well, this Sofia abstraction should by no
means be overlooked. Albeit pallid and
feeble, the new version of urban entity
cannot be discarded if this seminar is to
have a civic stance.

Maps and theatre
to the Danube level

Krassimir Terziev has his own approach
in making sense of Sofia chaos. He puts
together his disintegrated Sofia based on
the tension among several image
sequences gravitating around the manip-
ulative symbol of the map, a few exam-
ples of appropriated spaces and the con-
struction of an absurdly theatrical (or cin-
ematic) scene.

The exhibition room was fixed with a TV
screen displaying the city’s map — which
was in fact an interactive installation the
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abcTpacTHa Bu3us, pasrpadeH B mare-
MaTnyecka KoOOpamHaTHa cuctema. Kap-
Torpadckarta cxema Tps6ea fa ocurypu
He camo 6e3norpeLuHa opueHTauus, HO 1
Bb3MOXXHOCT 3a MbJieH ynpaBlieHCKN
Haa30p-KOHTPO-yNpaBieHre Ha rpaga —
TS MO TPaaMumsa e He camo penpeseHTa-
uMa Ha rpaga, a i MHCTPYMEHT 3a Hero-
BOTO MOJEPHO NPOM3BOACTBO. T.e OT Hed
ce ouyaksa Aa 6bge camo efHa oT ¢op-
MUTE Ha MOAEPHNA paunoHaneH naHonmn-
TMKyM. Be3 HenHua eamHeH mawab un Ko-
opouHaTy, 6e3 HerHaTta JOCTOBEPHOCT 1
NPELM3HOCT € HEBb3MOXXHO BIOpOKpa-
TMYHOTO OYepTaBaHe Ha KBapTanu, KakTo
N yCrnewHoTo GyHKUMOHMPaHE Ha AaHbuy-
HU MHCMEKLMUN 1 OBLLUMHCKN CIY>K6U, He-
Bb3MOXKHA € AeMOCKOMNusATa Ha Hacene-
HMETO, KaKTO 1 perynupauusta Ha Tepe-
HW, COGCTBEHOCTN 1 rpaackn GyHKLUN.
Bes kapTta He Moxe Aa 6bae cb3faaeHa
edbekTnBHa NHOPACTPYKTYpAa, Aa ce nna-
HUpart 3eneHn niaown, I'Iy6J'IVIL|HVI N XKn-
NULLHM NPOCTPAaHCTBA, Aa ce pasnpene-
NAT fo6pe TbproBCKUTE NN UHAYCTPUarn-
HW paioHWn. Harnen HEBMHHO, N3MOKbCa-
HO napuye pasrpadeHa xapTus, kapTarta e
CaMOTO BbliblleHe Ha MmoaepHusa aa-
MUHUCTPATMBEH pa3yM, ONuTBaLL ce Aa
Bragee 1 CTpow rpaga no CBow o6pas u
nopo6ue. Owe npegu gecetnnetus Xop-
xe INyuc bopxec poBexpaa ToBa oo npe-
[enHa, bopxecoBa xunepéona — KapTa,
KOSITO Ce e pa3pacTHana u B nocnegHa
CMEeTKa Hamnb/IHO CbBMagHana cbC cama-
Ta TEpUTOpUS, KOATO N306passea.

B npoekTa Ha Kpacumup Tepaunes To3u
aAMUHNCTPaTNBHO-KapTorpadCcku naean
€ 3a)KMBAN ABOMHCTBEH XUBOT. MocTpoe-
HWUAT OT Hero uHTepakTneeH nnaH Ha Co-
du1sa e TbKMO 06paTHOTO Ha 6opxecosaTta
kapta. BuptyanHata Codus Ha Tep3ues
€ NOoABWKHA N HeCcTabunHa, Ta HaMa eau-
HeH mallab, HUTO e caMo KapTa, 3aLoTo
PYCKOBO Urpae Mexxgy kaprorpadpus n
Apyrn nsobpaxkeHus. Heroeara kapra He
€ camopocTaTbyHa B3NS, 8 UMEHHO
nporpama ¢ MHOXXeCTBO Bb3MOXXHOCTMU.
OTHeTa 1 e yncTarta Bnactosa reomeT-
pusa Ha KoHnponupalyoto OKo, KbaeTo
BCSIKa TOYKa MMa HenoknaTumy Koopam-
HaTu: NepPCrneKTNBUTE ca YMHOXEHM,
3pUTENAT He e MOCTaBeH B HAKaKBa

spectator could penetrate, and then
whimsically manipulate the familiar out-
line.

It goes by tradition that the modern map
leaves no room for manipulation, it has to
live up to its reputation of an accurate
and secure tool. Its laid out streets and
quarters should be the output of an invis-
ible and absolute eye which designs the
city underlying its surface (thus ruling it),
as a flat and abstract vision charted out
in Cartesian coordinates. The map
scheme ought to provide not only an
error-free orientation but also an opportu-
nity for a perfect management and con-
trol of the city. By tradition it is not only a
representation but also a tool for the
modern production of the city. Therefore
it is expected to be just one of the forms
of the modern rational pan-opticum.
Short of its unified scale and coordi-
nates, short of its reliability and accura-
cy, the bureaucratic delineation of bor-
oughs would be impossible just like the
successful operation of tax offices,
demographics, city planning, property
management and other council services.
No effective infrastructure can be put in
place without mapping, no parks, no
public, commercial, industrial or residen-
tial areas can be planned out. An unas-
suming peace of graph paper, the map
is an epitome of modern administrative
reason trying to govern and develop the
city in its own spirit and image. Quite a
few years ago Jorge Luis Borges intensi-
fied this to an extreme Borgesian hyper-
bole — a map so so stretched and to
eventually coincide with the mapped ter-
ritory itself.

In Krassimir Terziev’s project this admin-
istrative mapping ideal has assumed a
dual life. His own interactive Sofia plan is
the reverse of Borges’ map. Terziev’s vir-
tual map is mobile and shaky, it has no
single scale, it is not even just a map
having chosen to hazardously jockey
between mapping and other imagery
types. This map is a multiple choice pro-
gramme rather than a self-sufficient
vision. What has been taken away from it
is the sheer power geometry of the con-
trolling eye where each point has
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abconoTHa HabnopgarTenHa Touka, a Hen-
peKbCHaTO € BKapBaH ,BbTpe“ — B HeCu-
rYPHO, AEMOKPATUYHO U aBaHTIOPHO
NPOCTPaHCTBO, KOETO BCEKM MPUCBOsBA
KakTo mMoxke. BMecTo npoaykT Ha abco-
MIOTHOTO OKO, nMnaHbT Ha Codus e apTuc-
TMYHA Urpa Mexay MHOro oy, pble 1
KpUTUYeCKu cb3HaHus. EkpaHHaTta kapTta
Ha Tep3uneB CbLO Ce onNnTBa fa Hanpas-
nsiBa NOBEAEHMETO Ha 3puUTens, HO He No
AVCUMNAMHMPALL, a N0 CbbnasHUTeneH
HauuH: Ty eOWH, Ty ApYr CEKTOP OT rpag-
CKMSl MNaH npunaamear, peknamupar ce,
CMeHAT Mawaba cu, NpuBAMYaT ounTe My
C penyBaly ce 6rCbUmM U NOTbMHSABA-
HUS, NPOGNACBAT MUTHOBEHW MOCNaHus
,Mamet”, ,HacnepctBo”, ,3aobukansawa
cpepa“ — cAkal npumamsaT ga ce Hame-
cuwW, Ja nunHew u ga 6pbkHeL, 3a Aa
pasbepeLl kakBo nva otgony. Ho n 3pu-
TENAT CbBCEM HE € MacuBeH: fafeHa My
€ Bb3MOXKHOCT Aia yrnpasssiBa n3oépaxe-
HUsTa, Aa 6bpkKa 1 pa3dbpKBa NAHOOMTU-
KymMa no CBOU >XenaHue 1 lo6onuTCcTBO.
Ton KnuKBa TyK UM Tam ¢ MuLLKaTa no
nporpamMmvpaHaTa NoBbPXHOCT: OTAOIY ce
nosiBsABaT YeKMeKeTa, HKO60BE 1 Kana-
HY OT 06pasu, BU3yasiH1 Cepun, paskasu
n ugetoBe... CAkal peanHusT rpag nog
KapTaTta e He HambiHO OBNafsH OT Hesl, a
Ce cbnpotuBnsaBa 1 Bb/HyBa, NCKa fa
BbBeYe 3puTens nop neja Ha KapTto-
rpadckaTa cu abCcTpakums, KbAeTo nny-
BaT CTpPaHHU, He-kapTorpadupyemm mec-
Ta 1 npaumoHanHn cobUNCKN 0GEKTU.
Cpen uepHo-6snns rpaduyeH gucnnen
ub®BaT CHNUMKN Ha N30CTaBEHU MOCKBM-
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unshakable coordinates: the perspec-
tives are multiplying, the viewer is not
hitched to an absolute vantage point but
constantly prodded “inside”, into an inse-
cure, democratic and adventurous space
which is put out for grabs. Instead of
being a product of the absolute eye, this
Sofia plan is an artistic game of many
eyes, hands and critical minds. Terziev’s
screen map also tries to steer the view-
er’s behaviour, yet in a seductive rather
than in a disciplinary fashion: one sector
of the city’s outline after the other flare
up, advertise themselves, alter the scale,
catch the eye by blazing up or going cre-
puscular, subliminal messages like mem-
ory, heritage, environment flash out as if
luring one to interfere, to touch and poke
a finger in and get an idea of what’s
underneath. The viewer however is not
passive: he/she is granted the opportuni-
ty to manhandle the images, to stir up
and rearrange the kaleidoscope as
he/she pleases inasmuch as he/she is
curious. The viewer may click throughout
the programmed surface: drawers pop
up from underneath, pockets and traps
of images, visual sequences, stories and
colours... It is as if the map fails to fully
capture the actual underlying city while
the latter is offering resistance and com-
motion trying to drag the viewer under-
neath the ice of cartographic abstraction
where bizarre and unchartable locations
and irrational Sofia objects gurgle up.
Amidst the black and white graphic dis-
play, snapshots of stranded Moskviches,
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un, nagm u TpabaHTu, NpeBbpHanu ce B
CTpaHHW apT-CuiyeTn B KBapTasiHa cpe-
[a, no rpaduyH1TE YNnuUM TMYaT KyyeH-
ua, Kyuyeta, Kyumwa u guHosaspu... (Kpa-
cumup Tep3nes ce e onuTan ypes Tesn
BU3yanHy cepun fa nokake cakai
€OVHCTBEHUTE O6EKTN 1 CbLUECTBA, KO-
TO o6eguHsiBat Codus, cTaBaT o6l 3HA-
MEeHaTen Ha HENMHOTO MPOCTPAaHCTBO...)
Mpu pasnuueH xoa Ha MULLKaTa B cpeaa-
Ta Ha kapTorpadupaH napk oxmesiea
yTOMMYHa AeTCKa nnolwaaka ¢ MuamTa-
PUCTUYHO BbOGpPaXKEHMWE: KaTePYLUKN
KaTo TaHKOBE, NMIOSIKN KaTo 3€HUTHU Opb-
S (BCBLLHOCT HULLO YTOMUYHO — CbB-
CeM peasiHO 1 0YyKaHOo coumanmcTuyec-
KO TBOpeHne B CeBepHUsi Napk; HEO6X0-
AMMO e 610 caMo HsKon kaTo Tep3nes
fa ro kaprorpadupa).

Taka BupTtyanHust nnaH Ha Codusa pe-
MOHCTpUpPA, Ye Knacuyeckara kaprta He-
yCMeLWHo Kpue pparmeHTapruanpaHm
NPOCTPaHCTBA, KOUTO HAAMAT HULLO O6LLO
€[HO C Opyro, paBHaTta M LUsnoCTHOCT €
pa3kKbcBaHa OT NOTErNWAN 3a PasnnyHun
AecTyHauMn coumanHu oéemu. B nonutu-
YecKo OTHOLLEHUE TO3U 06pas Ha Tep3au-
eB UMa ABonHcTBeHa ¢yHkuus. OT egHa
CTpaHa TOW yHULWoXXaBa Bnactra Ha
NIOCKOTO NaH-OMNTUYHO NPOCTPAHCTBO:
Tep3unesaTta kapTorpadus e nonuna
06eMHOTO, LIBETHOTO 1 HenpeacTaBMMO-
TO — OHOBA, KOETO KaJacTpu, O6LUUHU 1
cnyx6u He morart fa kaptorpadupat. Ot
Apyra — cblmaT o6pas3 oeMOHCTpUpa, Ye
NPUCBOSIBAHETO Ha rpaga e foCTUrHano

Kpacumup Tep3ues / Krassimir Terziev

Tpapet Ha KyueraTa (NOCT-yp6AHUCTYHM Nef3axy),
2003. Qoto moHTax, 150x20 cm, hparmeHT

The City of Dogs (post-urban landscapes), 2003
Photomontage, 150x20 c¢m, fragment

Ladas and Trabants pop up having mor-
phed into weird art silhouettes in the
neighborhood environment, along the
graphic streets puppies, just dogs, dog-
gie-monsters and dinosaurs trot away...
(through these visual sequences
Krassimir Terziev has been trying to por-
tray the apparently only criterea that unite
Sofia, the single common denominator of
its urban space). In a different move of
the mouse, a utopian kids’ playground
comes alive with a militaristic set of mind
behind it: climbing frames like tanks,
swings like antiaircraft guns (nothing
utopian actually — quite a real and jagged
socialist concoction in the North Park; it
was only waiting for someone like Terziev
to have it mapped out).

This is how Sofia’s virtual sketch demon-
strates that the classical map is a failed
attempt to disguise fragmented spaces
having nothing to do with one another,
that the map’s smooth wholeness is torn
by social volumes striking out to diver-
gent destinations. Politically, this imagery
has dual functions. On one hand, it
destroys the power of the flat pan-optical
space: Terziev's cartography has sucked
in all that is three-dimensional, colourful
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A0 eKCTPEeMyMM, B KOUTO TOW ce pasnaga
KaTo Monnc v O6LLO rPaXKAAHCKO MpPOCT-
paHcTBo. Kaptarta Ha Tep3ues e csakauw
npes3eTa OT YacTHaTa nHuumaTnea, na-
3apuTe 1 nasapyerara ca yHULLOXNIN
OKOHYaTenHo ny6aMyYHMTE NPOCTPAHCTBA
n aropaTa... [pagbT ce e npesbpHan B
XeTepOoreHeH, NiypanncTuyeH a-onTuKyM,
KOWTO He Moxke Ja 6bde BMAsH U MUCTEH
ToTanHo. [lopu kaprara He Moxe fga
Hanpasu ToBa. VIHTEpakTUBHUAT 1 Mexa-
H/M3bM [aBa Ha KbCO NobonuTcTeaTa Ha
3puTenuTe oTrope 1 epynuunTe Ha XXUBU-
Te rpagcku dopmu otgony, nog rpaduy-
HWUTe abCcTpakumn: Taka OT MoCKNsa ag-
MUHUCTPaTUBEH MHCTPYMEHT € ocTaHana
Camo Kpexka MOBbPXHOCT, KOSTO 3puTte-
NN ¥ TPag HenpeKbCHAToO NpeKkpaysar B
ABE NMOCOKMW.

Hsakonko oT nosiBsaBawmTe ce cepum 06-
pasu B kaprtara 6sxa 060cobeHn oT Tep-
31eB B CAMOCTOATENIHN BUAEO-NHCTana-
uun. Te NpeacTaBsAT NPUMEPKU Ha yCBOe-
HW OT HaceNeHNeTo NPoCTpPaHCTBa, Kou-
TO Ce pasnonaraT NoKpamn u cpeLly noru-
KaTa Ha yp6aHUCTUYHNA pa3ym — 3aToBa
um 6e fageHo NpaBoTo Aa n3ckouar oT
KapTaTa 1 oa 3aXnBesT CamMOoCTOATENEH
YXMBOT B CbCEOHOTO U3NIOXKGEHO NOMe-
weHve. letckarta nnowagka, ykpaceHa
npes 80-Te, € NokasaHa KaTo puTyan Ha
KOHCYMaTNBHO-KM4o3HaTa 3abpaBa, Kol-
TO NpedyHKUMOHaNM3mpa ngeonornyec-
KuTe npocTtpaHcTBa Ha Codus. TpbbHUTE
TaHKOBe, OpbAnA, KaTiown N caMoXoaHn
YCTaHOBKM C pagocCT ca NpUCBOEHU OT
NOCT-COLMANMCTUYECKNTE POQUTENM 1
feua, B3MMalLn-KOHCYMMpaLLy CBOETO
Tam, KbAeTo ro HamepsaT — 6e3 yceT 3a
naeosormyecka HECbBMECTMMOCT, 6e3
Cb3HaHue 3a KOHTpacT Mexay (kanuTta-
nucTtunyecko) 3abaenenHue n (CtyneHa)
BOIHa, 6€3 CNOMEH 3a TakuBa MU CoLl-
necHWYKKn kato ,Jeua nrpast Ha BONHU-
UM, Hanagar ce OT ABe CTPaHu ... HO ako,
He geuaTta, a 6awure ...

HeneranHuat nasap nbK MHCLEHUPA Kak
yacTHaTa MHMUmaTMBa npes3emMa rpaga
0TOOoNy, OT 6ETOHHOTO KOPUTO, B KOETO
CbLLMAT TO3W rpaj Ce e onnTan ga cMec-
TV npupogara. T.e., N0OAO6HO Ha 6e300M-
HuTe kyuyaTta (Tep3neB rM Hapuya 3Haum
3a peBaHLUa Ha npupopara — upaumo-
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and unimaginable — what cadastre and
council services are incapable of map-
ping out. On the other hand, the same
imagery suggests that the city appropria-
tion has reached extrems whereby the
city falls apart as a polis or public space.
Terziev's map is overwhelmed by private
initiative, markets and marketlets have
ultimately razzed the public space and
the agora. The city has turned into a het-
erogeneous, pluralist a-opticum una-
menable to comprehensive view and
thought. Not even the map can recover
its completeness. Its interactive mecha-
nism shortcircuits the viewers’ curiosities
from above and the eruptions of live city
forms from underneath the graphic
abstractions: thus what has remained
from the flat administrative instrument is
only a brittle surface, which spectators
and city keep trespassing both ways.

Terziev has packaged a few of the image
sequences emerging out of the map into
individual video installations. They repre-
sent instances of spaces absorbed by
the population aside from or head on
against urban reasoning, so egregious
as to merit the right to pop out of the
map and take on separate lives in the
next exhibition room. The children’s play-
ground decorated during the 80s is
shown as a ritual of consumerist and
kitschy entertainment, rearranging Sofia’s
ideological spaces. The piped tanks,
cannons, Katiushas and self-propelling
devices have been appropriated by post-
socialist parents and kiddies consuming
their own stuff where they find it without
any sensitivity for ideological incongruity,
without conscience for the clash between
(capitalist) entertainment and (cold) war,
without any recollection for endearing
soc-sing-a-songs like “children play at
soldiers, they assault one another from
both sides... however were it not the chil-
dren but the fathers...”.

The illegal open-air flea market in its turn
stages an invasion of the city by grass-
roots private initiative, out of the concrete
trough where the same city has attempt-
ed to pack away nature. That is, similarly
to the stray dogs (Terziev calls them
signs of nature’s (the irrational) vindica-



VS- Book- 2-final.qgxd / page 77

HanHOTO — Hap KynTypaTa), nasapbT Cs-
Kall u3nbnassa oT OTAONY, OT XTOHWUYHU-
Te npocTpaHcTea. Pasnonoxun ce e B
NpeaBepueTo Ha MpbCcHaTa Boaa, A0
TanHWTe QYNKU Ha KaHanu3auusTa, B
npouenute, B KOUTO Npupopara u ypba-
HUCTMYHaTa KynTypa BCE OLLEe NpOoab/il-
)xaBat 6uTkarta cu. ToBa € CbBCEM ApYr
o6pas Ha KanuTana n nasapa, CbBCeM
pasfnnyeH OT TAXHUS AOMUHMpPALL, CbBpe-
MEHeH Heo-nméepaneH anoTteos. Bue Bu-
3uaTa Ha Tep3neB CTUXMATa Ha yacTHaTa
VHMLMATUBA 1 pasmMsHaTa e cakall nony-
nprpogHa, Nosy-bHObPrpayHa CTUXKS,
Nbn3sia nop Koxxata Ha rpaga, B HeoX-
paHsBaHUTE My OTBOPY 1 KaHanu — cpe-
Ly Hes HAMa 3almTa, rpagbT 4OPU He A
3a6ena3Ba, a A UNCTpupa 3BYKOBO C
Ha-6aHaNHOTO U HEHY>XHO paauo-npe-
[aBaHe 3a HMBOTO Ha peka [lyHaB, 6e3-
CMUCINEHO TPaeLLo BeYe OECETUNETHS. ..

Bce nak 3a ocHOBEH BK3yaneH KOHTpa-
NyHKT Ha MHTepaKTuBHaTa kapta Ha Co-
odusa Kpacumnp Tep3neB 6e nsbpan gpy-
ra BUaeo-uHCTanaums, NnocTpoeHa B npo-
TUBOMOMNOXHAaTa YacT Ha nsnoxoéeHara
3ana. Victopusta Ha HeHOTO Cb3aBaHe
€ MPOCTUYKA: XyLOXKHNKBT Haema cTa-
TUCTU, O6NMYa r'm B KOCTIOMW OT pasnny-
HW enoxu, N3BNEYEHU OT PEKBU3NTA, W TN
OCTaB$ HAKOMNKO yaca 6e3 MHCTPyKuun B
efdHa 6ytapopHa ynuuka Ha KnHoueHTbp
~bosiHa". Te yakaT u ce pasxoxxgaT eauH
A0 APYr KaTo NOABWKEH 06pas Ha rpapac-
KaTa XeTeporeHHoOCT — BOMHUYeTa OT
[MbpBaTta cBeToBHA BOMHA U rOPsiHY, Nne-
rMOHepW 1 rpaacKy KypBu, YETHULN U

Kpacumup Tepaues / Krassimir Terziev
EpHo msicTo (netcka nnowapka), 2004
(Mortorpadum

A Place (children’s playground), 2004
Photography

tion over culture), the marketplace seems
to crawl out from underneath, from the
chtonian spaces. The market has been
located alongside the sewage canal, next
to the clandestine sludge pipe outlets, in
the cleavages where nature and urban
culture are pitted against one another.
This is an image of capital and market
veering wildly from the dominating up-to-
date neo-liberal ferver. Within Terziev's
vision, the elemental private initiative and
exchange come across as a semi-natu-
ral, half-underground force, creeping
underneath the city’s epidermis, in and
out of its unguarded orifices and tracts.
There is no protection against such a
force, the city does not even take notice
of it having chosen the most hackneyed
and needless radio emission as a sound-
track — the Danube level benchmarking
meaninglessly carrying on through the
decades.

Still, as a key visual counterpoint to the
Sofia interactive map, Terziev has picked
out another video installation and fixed it
across at the opposite corner of the
gallery. There is a rather simple story
behind its creation: the artist hired extras,
had them clad in period costumes from
the requisite and left them alone and
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MOPCKW KanutaHu, NapTUinHU cekpeTa-
pu, 3MENOBE 1 Bb3PaCTHU BYp>KoasHu
pamu. Buwxkpanu cme Hsikbae Te3n Koc-
TIOMW 1 TE3W N1ua: uanara cueHa Ha-
MOMHSI HA MHOro 6barapcku dunvn ea-
HOBPEMEHHO 1 Ha HUTO eAUH KOHKPETHO,
B HEsl Ma Hello No3HaTo N 3aefHo C
TOBa AbN60KO a6ecypaHO. AGCONIOTHOCT-
Ta Ha OKOTO — TO3U MbT OKOTO Ha Kame-
paTta — e OTHOBO NnapofupaHa: Bususita
ce pasnapga Ha uutaTi 1 nony-uutaTu, a
Te HW BOAST B APYrY NPOCTPaHCTBa, Kou-
TO HW Ce CTPYBa, Ye Lie pa3rno3Haem
BCEKMN MOMEHT, HO Té CaMO HU BOOAT Mo-
HaTaTbK, Mo-HaTaThK...

MHaue npuBMOHO BCUUKO U3rnexaa ms-
ObpP>KaHO B KNacn4yecko ednHCTBO — Bpe-
Me, MAcTo, gencteme. MNpusmaHo. 3alo-
TO aKo B NpeguLlIHaTa nHcTanaumns o6ekT
Ha MHTepakTBHa Napoans e eguHHoCTTa
Ha NPOCTPaHCTBOTO, TO TYK B LIEHTbpa €
WMEHHO urpara c rpackoTo Bpeme v ¢
OYaKBaHETO 3a HEeroBo eanHCTBO. 1o
Tpagmums nocnegHoTo 6m Tpa6esano ga
6bale OCUTYPEHO Ypes 06110, MallabHO
pencteue (Kakto B pomaHu karto ,lloa
uroto® unn , TIOTIOH, HanNpumep, B KOUTO
ranepuvsita oT obpasun B eauH MOMEHT
61Ba BbB/lIeYEHA BbB BCEOOLUUS TEATbP
Ha ncropusita). Ho B TeatpanHo-rpaac-
Kata uHcTtanaums Ha TepaneB meTtadu-
314HK repon kato fdencteue u Victopus
Taka 1 He ce nosieaeart. ima camo yaka-
He N MOTaeHe — XxapakKTepHU rpaacku
cbCTosAHMA. CTatucTute yakar ga nony-
yart UHCTPYKLMM 1 A 3aroyHe Han-noc-
e UCTUHCKUAT eKLUbH — TakMBa He ua-
BaT. BbB Bb3gyxa nma camo aniosum —
¢dparmeHTn OT 13-BeKOBHaTa 6barapcka
NCTOpPWS, Taka 1 He HapeneHn eauH cnep,
LPYr, NpenyceTeHn, Bb3MOXXHN Gadynu.
YakawmTe He 3HaaT, ye ca camo npeg-
aKTbOpW: aTOMW OT pPasfNYHN KOHTEKCTH,
noTeHumanHn apun OT pasfinyHu Onepwu,
KOWTO Taka 1 HaMa fa 3arioyHar...

TyK NHTEpPEeCHhT Ha XyAO>XKHNKa KbM MpPO-
LecuTe Ha aToMu3npaHe B rpaga e otu-
Wb CTbMKa No-HaTaThbk: BUAEO-NHCTana-
LMsTa roBOpu He camo 3a OTAeNHuNTe
aTomMmu, a u 3a cTpaHHaTa ¢popma Ha Tax-
HaTa CbBMECTHOCT, KOSITO CbBPEMEHHUAT
rpag Bce nak ocbluecTssBa. Bbnpekun
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Kpacumup Tep3aues / Krassimir Terziev
Epmn na3sap (HuBata Ha peka [lyHas), 2004
Kanobp oT Buaeo

A Market (the levels of the river Danube), 2004
Video still

cTp. 78 =79 / pp. 78 - 79

Epun ¢punm (MHCLEHNPOBKA HA GUIMOBA NPOAYKLKS),
2004. Qotorpadun

A Film (staging a film production), 2004

Photography

instruction-free in a little dummy street up
in “Boyana” Film Centre. The extras were
milling around like a busy-work image of
urban heterogeneity: troupers from WWA1
and forest rangers, legionnaires and city
tarts, volunteers and sea captains, party
secretaries, dragons and elderly bour-
geoisie ladies. We have seen most
pieces of this motley attire and these
faces somewhere: the scene is strongly
reminiscent of a whole lot of Bulgarian
films failing to focus on a single particu-
lar one, it is both familiar and grossly
absurd. The absolute nature of the eye —
this time the eye is the cine-camera - is
once again spoofed: the vision falls apart
into quotations and quasi-quotations,
they lead us along into other realms we
are just about to pinpoint but are only
dragged on further and further...

Otherwise, it all seems to be contained
within the classical unity — time, place
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OTbCTBMETO Ha CIOXXET U UCTOpMYECKa
Apama, 60sHCKaTa BrgeovHcTanaums Ha
Tep3neB AeMOHCTpUpPA Kak pasnuyHuTe
couuasiHu CBETOBE B3aMMHO Ce NMapoau-
paTt B CBOETO O4YakBaHe fa ce Cny4u
HeLLIO HanCTHa CbBMECTHO, Mallla6HO.
KoeTo, Bnpouem, nm npeun ga 3abene-
)XaT abcyppHarta cu 3aegHocT. Te Bcuu-
KN yyacTBaT B rPaACKuNsa TeaTbp Ha MeX-
LyBPEMNETO, KOUTO [O6PE No3HaBame.
3aLl0To 40KaTO MEeXXayBPEMEHHO Yakat
NcTopusita (nnu cBonTe CbBCEM pasnunu-
HW UCTOPWK — KON 3Hae?), BOMHU4YeTaTa
1 6yp>KoasHuTe oamu, ropsHuTe u Kanu-
TaHWUTE Taka 1 He 06pbLLAT BHUMAHWE Ha
npeaBapuTENHOTO: FOBOPSIT CK, CMEST
ce, dnmpTyBaT, CKyuyaaT 3aegHo, sgoceat
ce 3ae[Ho, XKMBEAT 3aeH0, OCTaBankun
Nnofa KOCTIOMUTE CU 6e3KpariHo aaneve n
6e3kpanHo 61130 eanH Jo apyr... ,Kom e
TO31U rpag” nn? — 1a ToBa e Codwus, BUX-
Te A — 6yTapopeH XPOHOTOM, B KONTO
€ONHCTBEHOTO O6EeAMHSABALLO Ca He MNo-
NIMTUYECKOTO U NY6INYHO NPOCTPAHCTBO
Ha aropara, a cunyeTbT Ha Butowa u
CbBMeECTHaTa Ckyka. ToBa € 1 UanoTo
MUHUMANHO (MUHUMaNUCTUYHO, TEP3UNEB-
CKO) eaMHCTBO Ha rpaja, OT KOWTO uHaye
He e OCTaHan HMKaKkbB O6LL, rpaXkaaHCKm
KOHTYP.

OHoBa, KOeTo n3BeTpsABa

lpynata X-tendo cbLo uckaile ga Han-
pasu BUAMMO BPEMETO BbB ,BU3NATA HA
rpapa“, Ho B CbBCEM APYr CMUCHA U MO-
Apyr Ha4uuH. Mnaume TeaTpanun XXmneeart
B MbpdopmaHca u sxaar Copus ot He-
rosara nepcnekTuea. 3aegHo € ToBa OcC-
HOBHaTa Tema Ha TexHUs MbPPOPMaHC
6elle BMOMMOCTTA Ha rpajackara namer —
Tema, TBbpae HeobnyanHa 3a nbpdop-
MaHc. 3alLoTOo KaTo »aHp MbpdpopmMaH-
CbT € aHTW-NameT, TON e OHOBAa, KOETO ce
ClyyBa 1 n3yessa, HeTpanHoOTO No aedu-
Huumsa. Codus welle aa 6bae nscnensa-
Ha OT NepcrekTMBa, 3apedeHa oT camo-
TO Hayasno C BbTPELLUHO MPOTUBOPEYE.

MbpdopmbHCHLT Ha X-tendo ce cnyuu B
HSIKONKO MOpeaHW CYTPUHN Npe3 man
2004, koraTo obneyeHnTe B eQHOTUMHU
wnndepun n KacKeTn akTbopu (HaNnoOMHSI-
LM kooneparopu ot 50-Te roguHu, AoL-
NN Ha eKCKyp3usi B cTonuuaTa) ce nosss-

and action. Seemingly. Because if in the
previous installation space had been the
subject of interactive spoof here the
emphasis is placed upon tampering with
urban time as well as the expectation for
its eventual unity. It is the tradition that
the latter should be epitomized by a
common large-scale action (as it is in
novels like “Under the Yoke” or
“Tobacco”, for instance, where the
gallery of images unfolds within the uni-
versal theater of history). However, in this
theatrical urban installation metaphysical
characters like Action and History fail to
make an appearance. There is only wait-
ing and pottering — typical urban condi-
tions. The extras await instructions and
the real action to begin but those never
materialize. There is only lateral thinking
in the air — fragments from 13 centuries
of Bulgarian history in disarray and a
host of anticipated plots. Those who wait
are oblivious that they are only fake
actors, atoms from various periods,
potential arias of operas which will never
be performed anyway...

The artist’s interest in the process of
atomization in the city has inched a step
forward: the video installation not only
speaks about the individual atoms but
also of the bizarre form of their compati-
bility which the modern city somehow
manages to materialize. Despite the
absence of a plot and historic drama,
Terziev's Boyana video installation
demonstrates the way the various social
realms parody one another in an expec-
tation for something really common and
big-scale to come about. This expecta-
tion by the way prevents them from tak-
ing notice of their being together albeit in
such an absurd way. They all take part in
the city theater of interim timeliness we
are all pretty well familiar with. Since
while they are expecting History (or their
own various histories — who knows?) the
troopers and the bourgeoisie ladies, the
rednecks and the captains, fail to heed
the preliminary: they chat, laugh, flirt, get
bored together, go mad together, live
together, remaining under their costumes
endlessly detached from or endlessly
close to one another... “Whose is that

81
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BaT B LieHTpanHara CtaHuus Ha HOBOTO
coduicko meTpo. Tam Te nocpeLuat m3-
nm3almte oT MOTpPUCUTE TbIINK C TpaHC-
napaHTu, Ha KouTo nuwe ,MNpomouuna“ n
LPasnpopaxx6a“ — HAKaKbB XU6PUL Mex-
Ay NO3YHr 1 peknama. A crnep ToBea, cs-
Kaw Ha maHudecTaums, ornaessaT CbC
CBOMTE TpaHCcMNapaHTh 6bp3aumTe xopa
1 NOBEXAaT HabnmbckaHaTta cnyvanHa pe-
[Auua Npes3 eckanaTopute Harope — Haro-
pe KbM 13xoga oT MeTpoTo. Mrpata mex-
LYy KOMYHUCTUYECKN 1 KanuTanucTUYecKn
CUMBONV NPOAb/MKABa 1 TaM — Ha no-
Wwaakarta npef caMmus U3Xof rpynara ce
odopMs B KpacuB, KaTo Npu NMUOHEPCKN
peuuTan, nonykpsr: 6ytapopHuTe Koone-
patopu nocpelar 6bp3amTe 3a pabora
C YCMUBKM, 60APO HACTPOEHNE 1 pa3ma-
XaHn mankm 3HamMeHua. To3u nbT TpaHc-
napaHTbT € C KnacuyeckoTo ,Ha nobbp
yac!“. MexxgyBpeMeHHO Opyru akTbopu,
06/1e4EHN MO CbLUMSA HAUMH, HO HAKaK He-
3a6enexnmMm, CHoBat U3 Tbanara u pas-
pasaT mankum ¢naryeta. Xopara ru rne-
[aT 1 HeoyMsBarT, 3aLloTo Ha TaX € ape-
6eH WpndT ca OTneyaHn Hepasdupaemm

X-tendo
Ot kbm 32 Hacam, 2004. Kagpu oT BUaeo
Therefrom Hereto, 2004. Video stills

city”? - Yes, this is what Sofia is about,
look and behold — a dummy, time-place
continuum where the uniting element is
not the political or public space of the
agora but Vitosha’s outline and every-
body’s boredom. This is the whole mini-
mal (minimalist) unity of the city left with-
out any other unifying civic contour.

The thing that evaporates

The X-tendo group was also willing to
make visible the time factor within the
“urban vision” yet in a different sense
and in another way. The young thespians
live within the performance and see Sofia
from its perspective. The key subject of
their performance was the visibility of
urban memory — an unlikely performance
topic. As a genre performance is anti-
memory, it is what happens and vanish-
es, the transient by definition. Sofia was
to be explored from a vantage point
charged with intrinsic contradiction.

The X-tendo performance went on a few
mornings successive in May 2004 when
clad in stereotype raincoats and peak
hoods actors (reminiscent of cooperative
farms members from the 50s having
come to the capital for a jaunt) pop up
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nocnanus: ,Jlnnn n3nywsa egHa unra-
pa“, ,LUsetn age nnua®, ,EneHa nue mu-
HepanHa soga“ u np.

Buaeo-nokasbsT Ha mbpdopmaHca (cam
no cebe Ccu oLle BeAHbX Npourpasall
HanpeXXeHNeTo Mexxay nameT u epemep-
HOCT) MpaBu NOCNaHNETO OLLE MO-KOH-
ueHTpupaHo. MNMbpBata My YacT ce CbC-
TOW OT AiBa CMNeTu 1 NapanesiHo MOHTMpa-
HY duMa, NPOXXEKTMPaHN Ha NepneHan-
KyNspHU CTeHW. B NpoTMBONONOXXHUS
BB ManbK TENEBMU30P Nokasea unmye
C 6uToBM cueHn n mecta B Codus.

[naBHaTa nHcTanauma HarnoMHs, ye Bu-
3ndTa Ha rpaga nva TpyaHoo6equHMn
nnacTtoBe OT MUHanNo B ce6e cu. 60-te u
70-Te rogmHN maHudecTpaT pegom o
06bPKAHOTO CHOBAHE Ha KanuTanucTu-
YeckoTo HacTosiwe. Ha gacHata vact ot
eKpaHa-CTeHa ce peasT MacoBKM OT ne-
pvofa Ha 3penusi coumann3bm, MapLn-
pyBaT NapTUHO LWACTAMBK XOpa, CKaH-
pmpar ,,C BKI Hanpen!”. OTnsieo, nog 90
rpagyca, Apyru Tb/inu OT YrpuKeHu, na-
3apHU eanHULM 6bp3aTt MHAMBUAYANHO —
BCsKa no cBos nbT. Cneapaly, Kagbp OT-
OACHO NoKa3Ba HOBY TPaMBaWHN MOTpPU-
cu, ropgocT Ha Codus cnen Anpunckus

and down the central station of the new
Sofia subway. They dash in front of the
crowds emerging from train cars holding
up placards reading “Promotion” and
“Sale” — some sort of a crossover
between a slogan and an ad. Thereafter,
as if going on a political rally they head
off the streaming crowds up through the
escalators to the subway exit. The inter-
play between communist and capitalist
symbols is carried on to the platform in
front of the gate where the group shapes
into a handsome semicircle, just like it
used to be at pioneer recitals: the sham
co-op members greet commuters with
smiles, sprightly mood and waving of lit-
tle flags. The placard this time bears the
classical “Bon voyage!”. Meanwhile other
actors clad the same way yet somehow
invisible criss-cross the crowd handing
out little flags. People watch incredulous-
ly because the flags bear small font
inscrutable messages: “Lilly smokes a
cigarette”, “Tsvety is eating a pizza”,
“Elena is drinking mineral water”.

The performance’s video presentation
(once again playing out the tension
between memory and transience) ren-
ders the message even more concentrat-
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nneHym. W pokarto ,ronoc gukropa“ top-
)KECTBEHO O6SICHSIBA, Y€ HOBWTE TpamBau
ce gBuKat ¢ 60 KunomeTpa B vac 1 npe-
0oponsBarT C fiekoTa CTPbMHUHK 1 Npe-
NATCTBUSA, OTNSBO C NlYKCO3Ha 6e3cmuc-
NEeHOCT npoabiKaeaT aa uaeat 1 aa cu
OTUBAT NTbCKaBUTE BIAKOBW KOMMO3ULIN
Ha MeTpoTO.

dOunmbT crnobsea MexaHUYHO UCTOPU-
YecKNTe BPEMEHA CaMO 3a [a Nnokaxke,
ye crnobkara e HeBb3MOXkHa. NepneHan-
KYNSIPHUTE eKpaHu ca reoOMeTpUYeH Har-
neq, ye COUMANNCTUYECKOTO MUHAMO U
KannTanucTU4eckoTo HacTosLe ca out of
common joint. Ye nnactoBeTe Ha Bpeme-
TO HAMAT O6Lua Lien, HUTO NOCOoKa, He
cnepgBar egviH cnep apyr. HactosweTo
HUKaK He Npoab/KaBa LeneycTpeMeHo-
TO MMHArno, a ce ABWXN MOA brbf Crps-
MO Hero — O4YeBMAOHO OTMBa CbBCEM ApY-
rage (ako Bbo6LLE OTUBA HAKbAE). Hama
06LL, MOXOM, HUTO CMOAENEeHa AUPEKTUBA
W XerenunaHcka cnupana, HATo opu
~Kpanm Ha uctopusta“. OTasacHo, Ha Han-
MOHYMeEHTanHara cueHa B rpaga, npep
TpmbyHaTa Ha MaB30Jiest Ha BOXAa, Mu-
HaNoTO Ce pajdBa Ha HsKaKBO CU CBOE
CBeTNo 6baelle, KoeTo axa ga gonpe. Ho
TOBa 6bJeLle OT MMHANOTO Taka u He
npucTura HUKbae. ApXMBHUTE Kaapu Ha
HeroBarta yTonus U3rnexxagat no-CKopo
cMellHa GUKUuMS, OTKOIKOTO peanHocT —
Hue nn 6axme ToBa? Ta3n HeQOCTOBEP-
HOCT OT CBOSl CTpaHa NMiiaBa HacTosLe-
TO OT NeBUS eKpaH OT KakBOTO 1 Aa e
MUWHanNo: AHeC He e OO0 OTHUKbAE, TO
camo ce OBWXN Hanpea-Hasag ¢ MeTpo-
T0. CbNoCTaBKNTE, KOUTO CHOBSILLOTO
OKO Ha 3puTens npasu Mexay ABETe Ma-
HudecTaumm Npon3Bexxaar camo Komu-
yeckn edpekT — Ha NPbLB Nornes CXoaHu,
MapLUMpyBaLmTe Macu HAMAaT HULLO
06LLO Nomexay Cu.

AKTMBM3auUMsATa Ha rpaackaTta namer, Ko-
ATO uenn X-tendo, nponsesexxpa 0co6eH

e(beKTZ T4 He Cb3aBa NCTOPUNYECKN KOH-
TUHYYM, pa3kas, TeNeosnorns, a camo Ha-
KbcBa BpemeTo. MoHTMpa Koco 1 aéeyp-
[IHO HEeCbMNOCTaBMMU €CTETUKU, UOEONO-

rmn, macoBun ABMKEHNA. B cbnocTaBkaTa
He ekpaHuTe, a rpPaCckoTO NPOCTPAHCT-

BO NpeXussisa HEMUCAUMUK TpaHchopma-
UMK — cAkalw ToBa He e cbwuaT rpag. Jln-
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ed. lts first part comprises of two blend-
ed and parallel edited films projected out
on perpendicular walls. In the opposite
corner, a small TV monitor displays a clip
showing Sofia scenes and places.

The main installation is remindful of the
city’s vision bearing layers of the past
which are hardly fitting into one another.
The 60s and 70s rally alongside the
messy shuttle of the capitalist present.
On the right hand side of the wall a
screen displays mass scenes from the
period of “developed socialism” with elat-
ed people rallying and chanting
“Forward, with the Bulgarian Communist
Party!”. On the left hand side, at a 90
degree angle, other crowds of worrisome
consumer units dash about individually,
each one headed its own way. The next
frame on the right hand side shows off
new tramcars, the pride of Sofia in the
aftermath of the so called April Plenum of
the Central Committee of the BCP in
1956. And while the speaker’s voice
solemnly rants away that the new cars
can go up to 60 km per hour and easily
take over steep slopes and hurdles, on
the left come and go the glossy subway
trains with luxurious meaninglessness.

The films mechanically key together his-
toric times with the single aim of showing
that the assembly is improbable. The
perpendicular screens are a geometric
visual device showing that the socialist
past and the capitalist present are out of
joint. The layers of time are short of com-
mon objective or direction, they some-
how do not follow one another. The pres-
ent is no succession of the heady past
but is moving at a slant against it, obvi-
ously heading in another direction (if any-
where at all). There is neither a common
march nor a shared direction, nor a
Hegelian spiral, not even “the end of his-
tory”. On the right, on top of the most
monumental town scene, in front of the
leader’s mausoleum, the past is relishing
some bright future of its own which is
just round the corner. However, the
future from the past fails to make an
arrival anywhere. The archive footage of
its utopias looks like a ridiculous fiction
rather than reality — was it us? This
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KyBalmAT, CKaHaMpall nnowag e 3ame-
HEeH Ha NeBuns KaTeT Ha eKpaHa OT CBOW
KanuTanucTuyeckun aHanor — Mbnyanuea-
Ta CcTaHUMsa Ha MeTpoTo. Ha mscToTo Ha
npeauwHaTa nnowagHa MoHyMeHTan-
HOCT, KOMYH/UCTMYECKA CbBOPHOCT U Te-
aTpanusauusa Ha uctopusiTta, e nocrase-
HO e[HO YMCTO GYHKUMOHAITHO NMPOCT-
paHCTBO, 6€3 NOeonornyecka oeHTNY-
HOCT, NULLEHO OT cuMBoONuKa. To uma
rpagcko 3HauyeHve camo Kato gudepen-
umManeH enemMeHT oT Hesuauma nHopacT-
PYyKTypHa Mpexxa, GyKUMoHMpalLla nog
ny6nuyHUTE NpocTpaHcTea. To e NpocT-
PaHCTBO, CbCTaBEHO OT rpadpuum n 6bLp-
3aHe, He oT Victopus n Macu.

Mo cbwma HaumH, KakTo e npeobpasnn
BpemeHara u mectara, NpexogbT € 06bp-
Han c rnaeata Hagony nNpeavHnus pe-
XXMM Ha Tenara. loa bren cnpsamo npas-
HMYHaTa CnaoTeHOCT OT MaHudecTmpa-
LK, OTASCHO Ce ABWKAaT Macu OT CbBCEM
Apyro ectectso. ToBa e aHTK-TbnNa:
BPeMeHHa MacoBKa, crenuna 3a Mur
CRyyanHu 1 CamMOTHU NasapHu UHAUBU-
an. Bcekun oT TAX nma cBOSi NOCOKa, CBOU
rPVXKN, BEPOSITHO CBOS CKyYHa TanHa.
Cpelly npegviHaTa eAUHHOCT Ha ycTpe-
MEHOTO TPYAOBO, KONEKTMBHO TAn0 ce
n3npaes csKaw camoTo 6payHOBO ABU-
»xeHne. MeTpoTo ob6aue, CbC CcBOSITA U3-
yncneHa TecHoTa, MawWHOMAHOCT U npe-
LI3€eH TEXHONOTMYEH PUTbM yCcnsBea 3a
MOMEHT Oa ancumnnnHmupa XxaoTuyHuTe
TPaeKTopun Ha eguHULIMTE N Ce U3XNTPS-
Ba Aa Hanpasu ToBa 6e3 HannMuneTo Ha
o6La nages, ConuaapHoOCT Uamn yTonus.

Bnpouem n cMMBONBLT Ha TEXHMKATA He
ocTaHa oTMuHaT. Crnobkarta Ha ABOWHUSA
eKkpaH cb3page epekT Ha O6eKTVBHa na-
poaus crnpsiMo KOMyHUCTUYeckarta onTu-
MUCTMYHA MawwmHa. o BpemeTo Ha co-
uMannama BCUYKO OT MeTan 1 Konena,
O Ce ABVKMN U Tpaka, CUMBOM3MpaLLe
TEXHOSIOTMYEH N EMOLIMOHANIEH MOCT KbM
6boeLLeTo (,pomaHTMKaTa cera e B Ma-
wuHnTe"). Mpr TOBa BCUYKM MALLNHN
65xa GYTYpPUCTUUHM — HE Camo Tpaamuu-
OHHUTE NOKOMOTMBU 1 Oumutbp-lNonsHo-
BWTE CTPESIOYHULM, HE CaMO KOMCOMOS-
CKUTe TpaKTopw, Napaxoaun, TaHKOBE U
BTP-n, HO BOpyN O6MKHOBEHUTE TPaACKU
TpamBau, KOUTO, NPEOoAOoNABaLLY TPYA-

untruthfulness in turn deprives the pres-
ent in the left screen of any past: today
comes from nowhere, it is only shuttling
back and forth on the subway. The con-
trast which the swiveling eye of the spec-
tator can make between the two rallying
crowds can only have a comical effect -
the restless crowds are only similar at
first glance, otherwise they share nothing.

The activation of city recollections target-
ed by X-tendo produces a bizarre effect:
it yields no historic continuity, a narrative
or a teleology, it only chops up the time.
It makes an askance and absurd combi-
nations of incompatible aesthetics, ide-
ologies, mass motions. In the contrast of
screens, urban space undergoes
unthinkable transformations — it seems to
be an entirely different city. The parading
chanting square has been replaced on
the left screen by its capitalist counter-
part — the speechless subway station.
The space of the square monumentality,
the communist theatrical staging of histo-
ry has now been occupied by a sterile
functional locality, free of ideological
identity as well as of symbolism. It only
matters as a discrete element of an invis-
ible infrastructure network buzzing under-
neath the public spaces. It is a locality
made of time schedules and rush rather
than History and Masses.

The same way as it has transfigured
times and places, the transition has made
topsy-turvy of the past regimen of bodies.
At an angle to the festive communality of
rallying crowds, on the right masses of a
profoundly different nature are seen. This
is an anti-crowd: a fleeting mass scene
which has momentarily glued together
random and solitary market individuals.
Each one of them has his/her own direc-
tion, his/her own chaos, probably his/her
own tedious secret. The former unity of
the streaming collective labour body is
faced head on with the Brownian move-
ment itself. The subway however, with its
calculated snugness, mechanic nature
and accurate technological pace man-
ages to temporarily discipline the chaotic
trajectories of units, being smart enough
to achieve this without any common idea,
solidarity or utopia.
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HOCTUK 1 ABMXKelm ce ¢ 60 Km/Jyac, CbLLo
ce okasBaxa Croco6Hu aa npesosar Vic-
TOpUusiTa — CTUra oa M ce Hanoxu. Bos
dunma Ha X-tendo TEXHONOrMYHUAT Mpor-
pec e B OHOBa, KOETO HE MOXe fa ocury-
PV eAMHCTBO Ha BPEMETO: METPOTO He
OCDbLLECTBSBA HMKAKbB Hanpeabk crpsmo
cou-TpamBauTe, NPOCTO 3aLl0TO BPEMETO
Ha nctopusTa e oTmeHeHo. OTOSCHO Ha
eKpaHa pafoCTHO 3BbHAT NCTOPUYECKU
TpamBaun, HO B METPOTO OTNABO HAMA PO-
MaHTVKa — TO HUKbAE He oTnBa. Bcekmp-
HEBMETO My HIMa NMOCOoKa, TO € camo
Hanpen-Hasag ABVKEHME MexXay KpanHu
CMMpPKK, NPEHacsHe Ha aToMu3npaHa pa-
60THa cuna — 6e3 ymopa, 6e3 obLua Len,
6e3 CbaeH OeH 1 YyToMMYHa ecxaTonorus.
To3u Pendelverkeher nspasssa camara
CblUMHA Ha HeonubGepanHara enoxa: pas-
nagaHe Ha BPEMETO Ha nasapHu ¢par-
MEHTW, WOBAHE 1 BpblLaHe 6e3 Xxerenuat-
cko Aufhebung; TpacnopTHu unknu, 6e3
obpasyBaHe Ha BEIMYECTBEHN UCTOPY-
yecku Bektopu. NpocTo mpexa, aude-
peHumani Ha CKOpocTh, O6MeH 1 nasap
Ha [ABVXEHWs B Meranonuca.

AKO UMa BCe Nak HsiKakBa Bpb3Ka MexX-
Oy ABeTe nepneHanKynsapHu napyerta Ha
eKpaHa, ToBa ca camuTe aKkTbopu OT
X-tendo. TexHUAT nbppopmaHC e MOHTU-
paH B gBaTta ¢punma kato Henen megua-
TOp, ONUTBALL, Ce Aa NPEHEce ncTopu-
yeckata namer. LLnudepHute nm nepco-
Ha>Ky Npo6BaT aa npeckavar OT eqHOTO
napye Ha ekpaHa B ApyroTo: Totanntap-
HU KacKeTu, KOUTO HamnpasHo ce Mbyar
[la Ce CMEeCHT C MHOXXECTBOTO OT HOBU
KanuTanuctTuyeckn atomu. Boe dunma te
HenpekbCcHATO MbTyBaT HaHAKbAE, NnalLl-
KaHW KaTo Mbidanne ToBap Nno BjiakoBe-
Te(?), TpamBaute(?) n motpucute(?)... OT
BPEME Ha Bpeme, BCbLLUHOCT PSAKO, UM
ce oTAaea cnydvanm aa cnasart cpef Macu-
Te, A UHCLieHUpaT BboayLLEeBNeHne 1 ga
pasBesiT HoBUTE NPSAMNOPLY — BCbLUHOCT
3HaMeHa Ha KanutaancTtnyeckn npomo-
LU 1 MHOMBUZyanucTuuHu dnaryeHua.
Taka uMeHHO mackute, napoannHUTe
KOCTIOMU U ponu, abcypabT 1 6e3cmuc-
NeHUTe crioraHu ce okasBaT OHOBa, Koe-
TO Ce OnuTBa Aa Bbp)Ke NnacTtoBeTe Ha
BPEMETO.
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By the way, the symbolism of technology
was not neglected. The double screen
assembly acted as a parody of the com-
munist optimistic machine. In times of
socialist yore anything of metal and
wheel that moved and rattled came to
symbolize a technological as well as an
emotional bridge to the future (romanti-
cism now is in the machines). Further
more, all machines and their attendants
were somehow futuristic — not only the
traditional locomotives and Dimitar
Polianov’s switchmen, not only the
Komsomol tractors, steamers, tanks and
armoured personnel carriers but even the
ordinary city trams taking over hurdles
and moving at 60 km per hour and thus
capable of giving a lift to History if it was
only requested. In the X-tendo films,
technological progress is exactly what
fails to warrant the unity of time: the sub-
way does not materialize any progress
compared to the soc-trams, simply
because the time of history has been
cancelled. Right on the screen the street
cars of yore are cheerfully chiming yet
the subway on the left is empty of roman-
tics — it goes nowhere. Its day-to-day
humdrum has no direction, it is a mere
bashing back and forth between two ter-
minals, a transportation of the atomized
workforce — without fatigue, without a
common goal, without the day of judg-
ment or a utopian eschatology. This
Pendelwerkeher comes from the very
core of the new liberal époque: the disin-
tegration of time into market fragments,
the coming and going with no Hegelian
Aufhebung: transporting cycles shaping
no grandiose historic vectors. Simply a
network, differentials gears, an exchange
and a market of translocation in the
metropolis.

And if any kind of link is still been left
between the two perpendicular pieces of
the screen, it is the X-tendo actors. Their
performance permeates the two films as
a bizarre mediator attempting to trans-
port historic memory. These raincoat
characters are trying to hop from one
footage to another: totalitarian peaked
hats trying in vain to mix with the multi-
tude of new capitalist atoms. Throughout
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Bnpouem, Hail-ceprno3HOTO fgoKasaTesncT-
BO, Ye TOBA BPb3BaHe € HEBb3MOXXHO, €
CamMOoTO pearnHo rpafcko HacTose, ny6-
nukata Ha X-tendo ot 2004, KOATO cakalll
Taka 1 He noxkena na 3abenexxu KakBo
npasu TeatpanHarta rpyna. lNoytn nbaHa-
Ta nunca Ha edekT € BCbLHOCT Han-3a-
BGENEXUTENHUAT ePEKT OT TEXHUSA Mbp-
dopmaHc (bunmoBarta OOKyMeHTaLms, 3a
CbXXaneHue, He e crnocobHa foa npefane
no Han-go6pPUs HAUYMH CryYBaLLOTO Ce Ha
»XnBo). Kamepara pagko xeaiia peakum-
AaTa Ha 6bp3aluTe xopa, Hanyckalum
METPOTO Nnokpan 6oapoTo ,Ha no6bp
yac!“. Bce nak ce Bmxpaa, vye eguHuum ca
MbLTHULMUTE, KOUTO NOornexaar XUTpo, 3a-
noyear ga ce CMesiT Un NoHe gasat
3HakK, ye ca BUAenu Hewo CTpaHHo. [le-
dunupankm nokpan wnndepute n TpaHc-
napaHTuTe, No-rofisMaTa yacT oT MeTpo-
KONEKTNBA U3BEAHBX MpPauHO 3a6usa
norneq B 3emsTa. Kato Ha6nogaTen Ha
XMBMA MbpdOpMaHC nmax yceLaHeTo,
ye TOBa He e NPOCTO Nunca Ha NHTEpeC.
Hewo nspasaule, ye Te3un xopa ca cmy-
TEHW, CAKall XBaHaTN Ha HAKAKBO Mec-
TonpecTtbnneHne. Cnen Abnro MucrneHe
pewunx 3a cebe, ye BCe Nak He cTaBa
Ayma camo 3a O4eBMOHOTO — TOBa, Ye ca
3ab6paBuny nanoTusiTa Ha counanuama u
cera HAKON UM 1 HaBupa B oumTe. A
MOHe 3a OLUe Hello — Ye BCbLLHOCT He ca
6unnM B METPOTO, Makap aa ns3nusar ot

X-tendo
Ot kbm 32 Hacam, 2004. Kagpu oT Buaeo
Therefrom Hereto, 2004. Video stills

the film they incessantly travel some-
where, a jolted silent load on trains(?),
trams(?), and subway cars(?)... from time
to time, as a matter of fact very seldom,
they get a chance to descend among the
masses, to fake inspiration and flourish
the new banners of capitalist promotions
and individualism. This is how the dis-
guise, the spoof costumes and roles, the
meaningless slogans, are the items try-
ing to bind together the layers of time.

By the way, the most serious evidence
that such a tie-up is impossible is the
actual urban present itself — the X-tendo
2004 audience failing to take notice of
what the troupe was actually doing. The
almost complete absence of effect was
virtually the most remarkable outcome of
their performance (the film documentary
unfortunately fails to effectively put
across what was going on live). The
camera very infrequently captured the
reactions of the rushing people leaving
the subway under the upbeat “Bon voy-
age”. Nevertheless, rare travelers can be
seen looking up wily, chuckling or giving
a sign having spotted something extraor-
dinary. Taxiing alongside the raincoats
and the placards, the prevailing part of
the subway community dive morosely
their glances to the ground. As a specta-
tor of the live performance | got the feel-
ing it was not simply the lack of interest.
There was something indicating that
those people were embarrassed as if
caught red-handed amidst a crime. After
a lengthy thinking process | decided that
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Hero. ToBa e cbluMHaTa Ha a-TonuATa,
HepeueHa ,MeTpo“. 3all0TO NPECToST B
Hero 3a Te3u xopa € NPoCTO UHTepBa,
KOMTO TpsibBa foa 6bJe n3yakaH ga oTMu-
He. Bpeme, koeTo ce 3agpacksa 4okaTo
ce npuaswkeall (bmBall NpUOBMXEH) OT
Touka A B Touka b. O6ocobeHnTe camoT-
HW Tena 3a KpaTko ca Tbprenu ga 6vaar
NAbTHO NPUTUCHATK B ApYrk, a rnepar B
NpasHoTo, NMioWKaHn B MmoTpucute. MNpes
TOBa Bpeme TPEBOXHUTE UM AyLuun, dpaH-
Tasuun, NameTu, HageXxam He ca 6unun B
METPOMONMTEHA — N30CTaBeHN 6€3 NCTo-
puYecKn Haa3op, Te ca MbTyBanu no
CBOM, OEOCUHKPA3HU NMbTekK... Janox
cu cmeTka, ye X-tendo ru B6ecsBart, 3a-
LLOTO I BpbLUAT 3a Manko B peanHara
KanuTanucTuyecka MacoBKa: BUKTE —
MEeTpO! BUXTE — BCUUKWN CTe TyK 3aefHo!
Tas3n BHe3anHa u HeXxenaHa 3aegHoCT
A00CBa 1M CMyLLaBa KanutanamcTuyeckuTe
aTomu OOTONKOBA, Ye Ja npeteHampar,
ye HULWLO He ce e cnyuyuno... Béecasawa
€ oLle v TeaTpanHara BegpocT Ha mMac-
KMpaHWTe: BCbLLIHOCT 3aLl0, Ha KakBO OC-
HOBaHWe, Npy ToBa rpynoBo, ce pagsaT
Tesun xopa? He e nu acHo, ye ny6nuyHa-
Ta pagocCT, EHTYCUya3MbT U Bb3TOPIbT ca
npu3pauy ot gpyra enoxa? Kakbs e T03u
»,Ha pobbp vac!“, cnen Kato NpocTo
NPeacTon eanH obrnyaeH paboTeH oeH?

A BbpXbT Ha BCUYKO €, ye X-tendo BbBAuK-
yaT 6payHoBara Tbina B 06L0 NoNuTK-
yecko pencrteue. E, napoannHo HauctTmHa
(aopu umTtat ot NbppopmMaHca Ha pycka-
Ta rpyna ,Papek”, B3eT 6e3 aBTOPCKHU
npasa), HO BbMPEKN TOBa HEMOHOCUMO.
3abuBaHeTo Ha nornega B 3emsTa npu
MbpPBUSA HAMEK 32 KONEKTUBHOCT € CUMM-
TOM — MHAMBMAWTE Ha NPEexoaa Beye He
Morar Aa NoHACHAT HULLO KONEKTUBHO 1
nonutuyecko. Hukon c obLa nonncHa
Len Beye HaAMa Npaso, AOPW Ha Lwera, ¢
TeaTpanHa npeteHuus, oa ornasssa chny-
YanHuTe UM peauuun, MpavHUTe UM NHAU-
BUyanncTnyHn nmua, BTopaynnn ce B
ceou TyHenn. O6LLIOTO 1 OBLHOCTHOTO ca
HernmoHocuMK, BAbXBAT Herena oTepara.
Ha Bcrukn um e ompb3Hano ga 6baat
YyacT OT Tb/inata, MOMEHTHO ornaBsBaHa
N IXBaHa C BCEBb3MOXXHW NO3YHrK, nap-
TUNHKU Nporpamu 1 np. — ctura seve! Pas-
KapauTte ce c BawwuTe nbppopmaHcu!
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it was not only up to the most apparent —
that they had long forgotten the socialist
idiocy and somebody was now shoving it
down their throats. There was at least one
other reason - they had mentally never
been on the subway even though they
were physically coming out of it. This
seems to be the essence of the anti-loca-
tion named subway. Because the staying
in there was only a spell one needs to
endure till it passes away. A time which
is to be deleted while still moving (being
moved) from A to B. The lonely human
bodies for a short while put up with being
huddled against one another, being look-
ing into the empty darkness and rocked
by the rail cars. Meanwhile, their restless
souls, fantasies, memories, hopes have
not been down the subway, stranded
without historic supervision, they have
journeyed along their own idiosyncratic
rules... | became aware that X-tendo
annoy them for pushing them back for a
little while into the real-time capitalist
mass scene: Look-up - this is the sub-
way! Look-up — everyone of you is here
together! This sudden and unwanted
communality exacerbates and embar-
rasses those capitalist atoms to such a
degree as to have them pretending that
nothing is going on... The theatrical
cheerfulness of those in disguise is
another irritant: why the heck are these
people so joyful, and in a group to boot?
Is it not evident that the public joy and
enthusiasm are effigies of another age?
What the hell does “Bon voyage!” mean
at the dawn of another casual work day?

It is all capped up by X-tendo getting the
Brownian crowd involved in a common
political action. A lampoon of it in all truth
(even a quotation from the performance
of the Russian group “Radek” borrowed
without copyright) but intolerable
nonetheless. Nailing their glances to the
ground at the first intimation of anything
collective is a symptom — the transition
individuals can no longer stand anything
collective or political. No one with a com-
mon polis goal is any longer entitled,
even for a joke, for the sake of theatricali-
ties, to head their incidental files, their
morose individualistic faces each one
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MocetutensaT Ha nsnoxeéara Ha X-tendo
61 MOrb Aopuy Aa 3abpasu Apyrus brbn
Ha n3noxbeHaTa 3ana, KbAeTo Teyelle
CbBCeEM pasnuyeH Buaeodunmv. Ha npbve
nornen Ton CbLLO AOKYMEHTMpa nameTo-
BW Cneau B rpafcka cpepa. Ho B Tsx
HAIMa HUTO MOHYMEHTANTHOCT, HUTO JopWn
MexaHn4yHa macoBocCT. B o6ekTuBa Ha
Kamepara ce nosiBsBaT He YOBELLKN
mMacu, a NpegmeTy: NIacTMacoBy YallKuy,
3aBpeHV BbB BOJOCTOYHA Tpbba, napue
OT Nuua go 6opatopa Ha CoPunckmn Tpo-
Toap, dac, 3abpaBeH OT MHAMBUL, KONTO
cam e 6un 3abpaBeH OT BCUYkK. ToBa e
APYro Bpeme, U3MbIHEHO C KPEXKK che-
0N, ocTaBeHu ot nHamsuaa /Lisetn/
Cawo/Nunu/EneHa. Jpe6Hn n n3énepHs-
BaLLW, KaTo camus MbppopmaHc, nsocTa-
BEHWTE NpeaMeTun ce nosBsBaTt TyK U Tam
3axBbpfieHN/NOAXBbPIEHN, OCTaBe-
HV/NOCTaBeHM, 3aTbKHATN/HATbNKaHW,
3aneneHn/3aboneHun, HanucaHn/M3prcy-
BaHN Ha Han-Heo4yakBaHu, He-Ny6anyHn
N He-macoBu rpafackmn mecta. 3a X-tendo
TOBa Ca U3BETPSABALLM CbKpOBULLA —
KpaTkoTpanHaTa nameT Ha rpaga. Bceku
ocTaBss cnef cebe cv apomar OT Marnkum,
nuuHK cnyukmn. NpadbT e cueHa Ha Kpart-
KOBpPEMeHHaTa nameT, KOSTO CamoO TbHKa
crnepa pasgens oT MUrHoBeHaTa 3abpa-
Ba. Ton noema B cebe cu crnegm OT Cny-
YanHu nnua, HeGpeXXHO NpbCHaTK ocTa-
TbUM Cnep KOHCyMaTopu, 6OKNyK cneq
macoskuTe. TeaTpanHara rpyna nma
OCOB6EH BKYC KbM Te31 He3abenexumm
TPOXW OT Heunn epemepHUn XMBoTu. Lis-
nata améuums Ha X-tendo e pokycupaHa
B TOBA HEBMOVMO HanpexeHune: kagpute
Ha UHcLeHupaHara Victopus (1 Teaun
ApebHun, He3abenexxrmy napyeHua ot
WHOMBUAA), KOATO BATLPBLT NomMuTa... Xo-
paTta HenpekbCHAaTO PbCAT B rpaga no-
AO6HN He3HaunTeNHN Hela, ykpacssar
ro CbBCEM 3a Masiko C nameT 3a ceée cu
1 Marnko cnepg Toea v Te, U rpagbT 3a6-
paBsT... X-tendo 6sxa TpbrHanu ¢ xoca
Ha KpMMWHANUCTX NO crieauTe Ha Tasu
KpaTKoTpanHOCT 1 6sxa orpaxgjanu ¢ Te-
6eLumnp MecTonpecTbneHnsaTa Ha 3abpa-
BaTa — Tam, KbOeTo HsikakBa cnega e
Beue Ha NbT Aa nsvesHe. V136negHasa-
LWTE TPAEKTOPUM Ha CITy4anHOoTO (Te He
ca HuTO OT cBeTa Ha Noxopa, H1TO OT
TOo31 Ha Pendelverkehr) 6enexar gpyro

gazing into its own tunnel. The common
or the communal are now unbearable,
they smack of repulsion. Everyone is fed
up of being part of the crowd, temporarily
led and saddled with any kind of slogans,
party lines, etc., enough of that! Go jump
in a lake with your performances!

The view of the X-tendo exhibition could
even neglect the other corner of the
room where a rather different footage
was running. At first glance, it was anoth-
er document of urban recollections.
However, these where free of any monu-
mentality or even of mechanical collec-
tiveness. The camera lens has captured
objects rather than human masses: plas-
tic cups stuck into a drain pipe, a pizza
fragment next to a Sofia curb, a cigarette
butt left behind the by a creature that
was left behind by everyone. This is
another sort of time filled with flimsy
traces left by individuals (Tsveti, Sasho,
Lilly, Elena). Minute and fading as the
performance itself, the stranded objects
pop up here and there dumped, cast
away, deserted, fixed, stuck, rammed,
glued, pinned up, written, painted at
most unexpected, unpublic and non-
mass city spots. For X-tendo these are
wilting treasures, the short-term city
memory. Everyone leaves behind him or
herself a flavour of small personal hap-
penings. The city is a scene of a short
lived memory separated from instant
oblivion by a thin trace. The city absorbs
laces of random faces, consumer left-
overs, sloppily scattered waste after the
mass scenes. The thespian group has a
special relish for these unseen morsels
of someone’s short life. X-tendo’s whole
ambition is zeroed in on this invisible ten-
sion: the frames of put-on history (as well
as these minuscule, noticeable bits of
the individual) swept away by the wind...
People keep dredging such insignificant
stuff around adorning the city for a little
while with the recollection of themselves,
and in a very short while both people and
city become oblivious. X-tendo have set
out after this evanescence with the zeal
of criminal investigators and have made
chalk circles around the crime scenes of
oblivion — where a vestige is on its way
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rpafcko BpemMe, B KOETO YOBEK € cam
CbC CcBOoWUTe npeamMeTn n Hewata, KOUTo
Lweapo Lie nocee cnep ceée cu, 6e3 oa
yaka oTnnarta ot rpaga. Ton oTMUHaBa,
OTMUHaBa, OTMUHAaBA...

Tasu MUKpo-nepcnekTuBa Moxxe aa Ha-
Kapa BCEKM Aa Ce BbpHEe OLLEe BbAHBX
KbM MbpBata, nepneHavkynspHa ¢eunmvo-
Ba uHctanaums. Cnen BTOpus ekpaH 3pu-
TENAT MOXelLle fa 3a6enexkn B MbpBus,
ye UHAMBUOYaNHW nuua 1 cneam uva u
Tam: Xxopa, KOUTO cKarampar, Ho rnegat
pasceaHo He KbM TpubyHata, a KbM Bu-
TOLa; Nnywayun, KOUTO XBbpNAT dpacose
npen TpnbyHaTa; U MbK CTPaHHW, oay-
XOTBOPEHN GMU3NOHOMUW B peguumuTe no
eckanaTtopuTe — cKaHaamkum, asTopmn Ha
BMLOBE UK Nio6onuTkosLm. BpayHosuTe
Xopa BCe Nak He ca caMo 4acTuum — Ka-
mMepaTta Ha X-tendo oTBpeme-HaBpeme
ycnsiBa ga XxsaHe Cneay unu cneam Ha
Crneau — Kpexkun aypu, KOUTo ce npoTou-
BaT 1 OcTaBar crnep uHaMBUAN, KOUTO
Aopy He cme 3abenssanu. 3a ga n3eert-
peaT 6bp30, TBbpAe 6bp30. [dopu Tebe-
LWIMPBT, Taka epeMepeH 1 Tor, He MOXKe
fa nomorHe.

B 1031 nBoeH koHTekcT X-tendo cu ur-
pasT CbC 3HaMeHLa — TO3M CUMBOI Ha
MOLLHA KOJIEKTUBHOCT 1 NCTOPUYECKN
noxogu. Ha muHmnaTiopHoTO dnarue
BCBLLHOCT Cca 3anncaHun He 3aBeTu, Kou-
TO We npeébaar npes3 BeKoBeTe, a no-
MOLLHN 6enexkKn Ha KpaTkoBpeMeHHaTa
nameT. 3HamMeHa Ha HeTpanHoTo, Nps-
nopuy Ha OHOBA, KOETO CY OTMBA MUTHO-
BeHo. Oann Lisetun, Enena, Nlunu n Cawo
ovakBaTt 3HaMEHOCLMTE, KOUTO Lie AoW-
gaT cnep Tax 1 Wwe pas3BesaT 604po Hes-
HauUTENHUTE AeTannn OT XXNBOTa UM:
napyeHLa nuua, HeQoNyLWweHn uirapu,
nnacTMacoBO LWIKLIE C MaNIKo BoAa, Mur
Ha oTamx?.. LaHchT 3a ona3BaHe Ha
edbemepHOoTO He e ronam. Ho n camute
3HaMeHua ca Karto Te3u getannu — ede-
MEPHW, OPEBHUYKM N HE3HAUUTENHW. .
CyBeHnpu OT MbpdopMaHC, KONTO e
3abpasuiLl, CUMNaTUYHN GOKIyYeTa, Kou-
TO Hakpasi BCMYK/ BCE NMak XBbpnsxa...

OT rnegHa Touka Ha BTOpara nHcrtana-
uma nopu B coumannctnyecKknute macos-
K1 morar ga 6baaT BUAEHU MHTUMHN,
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out. The paling trajectories of the inci-
dental (they do not belong either to the
world of the March or to that of the
Pendelverkehr) mark out another city
time wherein man is alone with his/her
objects and all that stuff that he/she will
generously sow behind without any
expectation for a compensation by the
city. It goes away, away...

This micro perspective can make one go
back to the first perpendicular video
installation. After having watched the
second screen, the viewer could spot
that individual faces and traces can be
found in the first one as well: people who
chant and yet distractedly look towards
Vitosha rather than to the stage; smokers
chucking their butts right in front of the
stage or bizarre spirited faces among
files of people along escalators — trouble-
seekers, story-tellers or just vividly curi-
ous folks. The Brownian people are more
than particles — the X-tendo camera
every now and then manages to trap
traces or footprints of traces, feeble
auras that linger on and stay after indi-
viduals whom we failed to notice. Just to
fade away really fast. Even the chalk can-
not help, short-lived as it is.

In this dual context X-tendo are tamper-
ing with little flags — such a symbol of
powerful collectiveness and historic
marching. These flaglets however bear
no covenant to stick throughout the ages
but little notes to the aid of short-term
memory. These are the banners of what
is here not to stay. Did Tsvety, Elena,
Lilly and Sasho expect the flag bearers,
which were to come in their footsteps
joyfully brandishing the unimportant
details of their lives: pizza chunks, ciga-
rette butts, a plastic bottle with a spit of
water inside, a moment of pause?
Perpetuating what is transient does not
stand much of a chance. But the ban-
ners themselves pretty much look like
what they represent — ephemeral, minute
and insignificant... Souvenirs from a per-
formance you are going to forget, nice lit-
tle pieces of junk which everyone tossed
off anyway.
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KpaTkoTpanHu CrOMEHUN: B CBOSA pasro-
Bop ¢ AnaHa MNonosa u Jlbuesap Bos-
[KMEB YneHoBe OT rpynarta 3asBsBar, ye
ce uHTepecysar o1 70-Te, maB30/es 1
MaHudecTauunTe, 3aLloTo ToBa ca Cno-
MeHuTe Ha/3a Maunkute n 6au.w|Te, nnyeH
CaHTUMEHT, [06aBs HAKOM OT TsAX. Taka
ye no rpaga, BUASH 1 NPeacTaBeH oT
X-tendo, B nocnegHa cmeTka ce aktyanu-
31pa He nNamert, a MeTa-nameT: ocTaHanm
npasHu TebelnpeHun kpbvrose. Konto
CbLUO LLE CbLLEeCTBYBAT 3a KpaTko — 3a
BpemMeTo Ha eanH nbpdopmaHc, 3a oLle
HAKOJIKO (bI/IJ'IMOBVI KBaHTa OT NamMeTTa.

MonutnknTe Ha OKOTO

N Taka — oHOBa, KOETO 06eanHsiIBa OBeTe
HaMbIHO pas3nMyYHN BU3UN Ha rpajaa,
npennoXxeHn ot Tepaues u rpynara
X-tendo, e BCbLLHOCT OTXBbPASAHETO Ha
onuTta Ja ce BUAV rpaga Karto usnocT.
Bususarta Ha Codus He e necHa oyeBua-
HOCT, a 3agava 3a nscnegsaHe. Tyk
NPOCTPaHCTBEHO-BUSYaSHN eNeMEHTU ce
npennuTaT ¢ TeMNopanHi, Macosu GeHo-
MEHMW C UHTVMHU NPEXMBSABaHUS, a Te — C
npo6nemMmn Ha coumornormsaTa Ha Tenara u
aHTpononorusaTa Ha rpaackara naver.
WNrpata Ha kKagpu, MHTEpaKTUBHMK Nporpa-
MU, NEPCNecneKTnBM 1 MbphopmMaHcu
TpA6Ba Aa yabprKa TO3U CIIOXEH, MHOrO-
MEpPEH 1 pasnpbcHaT 06pas. BusyanHoto
1 NOE0NOrMYEeCcKOTO, TEXHONOMMYECKOTO 1
MOHYMEHTAaNHOTO, kKapTorpadCcKoTo u uc-
TOPUYECKOTO, TeaTpasiHOTO U EKOSOrny-
HOTO CBETOBbPTEXHO CE CMecBaT B 06u-
yanHara xeteportonus, HapeyeHa Codus.

BeblwHoOCT 1 gBaTa npoekrta ce 3aHuma-
BaT C NPEXOOHOTO CbCTOsHME Ha rpaga.
Ton He Npunuya Ha MoJepHUTE KanuTa-
NNCTMYECKIN Mera-nonncy He camo 3alLo-
TO € CbC CPaBHUTENHO CKPOMEH 6ankaH-
ckn mawab. MNpoektute Ha Kpacumup
Tep3sunes n X-tendo nokaseat, ye Codus
HAKaK BUCU MeXxZy npouecute, cxsawar
TbHKaTa pasnuka Mexxgy NPUHLMIHOTO
pa36sarsaHe Ha NOCT-MOAEPHUSA rpag u
Herosus COGUNCKN BapuaHT.

loneMuTte NOCT-MOAEpHY Mera-nosncu

ce pakaar upes npenompexxaaHe Ha co-
LMO-NPOCTpaHCTBEHATA MaTpuLa Ha npe-
AVLIHUTE MOJEPHW rpafoBe, B KOETO efl-

From the viewpoint of the second instal-
lation even the socialist mass scenes
may offer intimate, fleeting recollections:
in their talk with Diana Popova and
Luchezar Boyadjiev X-tendo members
claim to have an interest in the 70’s, the
mausoleum and the rallies for giving
them recollections of/about their moms
and dads, a personal sentiment, some of
them added. Therefore, this city-based
reproduction is a meta-memory rather
than a memory: chalk circles left empty.
The latter will be short-lived — within a
performance spell, over a few film quants
of memory.

Eye polices

Thus, what brings together the two
entirely different city visions put forward
by Terziev and X-tendo is the rejection of
the attempt to see the city as a whole.
The Sofia vision is not something easily
taken for granted but a target for explo-
ration. In it, special and visual elements
are entangled with temporal ones, mass
phenomena blend with intimate sensa-
tion, and the latter with issues to do with
the sociology of the bodies and the
anthropology of urban memory. The play
of frames, interactive programmes, per-
spectives and performances needs to
hold together this multi-faceted, scat-
tered image. The visual and the ideologi-
cal, the technological and the monumen-
tal, the cadastral and the historical, the
theatrical and the environmental vertigi-
nously blend together within the casual
heterotopia named Sofia.

As a matter of fact both projects are
committed to the transitional state of the
city. It does not resemble modern capi-
talist metropolises not only for its relative-
ly modest Balkan scale. The Terziev and
X-tendo projects are trying to visualise
Sofia’s bizarre hanging in between
processes, both projects are aware of
the fine line between the as-a-rule-of-
thumb pluralism of the post-modern city
and its Sofia version.

The huge post-modern metropolises are
generated through rearranging the social
and spatial matrix of former modern
cities reflecting and at the same time
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HOBPEMEHHO Ce 0TpassBaT U 3aefHo C
TOBa peanuaupar rnoéanuaupallara ce
1 pe-nokanuavpatia ce UKOHOMUKA, Kak-
TO 1 HOBUTE COLMAIHN OTHOLLIEHWS, Xere-
MOHWW 1 Nepapxum Mexay NHanBuau,
rpynu, eTHocu, coumanHu knacu. Jloc AH-
[Kenoc, Hanpumep (Taka KakTo ro onuc-
Ba Enyappn Coxa B cBosiTa kKHura
“Postmodern Geographies: the
Reassertion of Space in Critical Social
Theory”, London; Verso, 1989, 1990) ce e
npeBbpHan OT rpag B CBPbX-CUCTEMA,
VHKOpropupana CToTiumM Manky rpagye-
Ta 1 pasnpegenuna rno HOB HaUWH LIeHT-
poBeTe u nepudepunte. MNraHTCKmAT
rpag € usTtnackan u3BbH ceée Cu MHay-
CcTpuanHuTe Npoun3BOACTBa, 32 Aa OCury-
pu HaBCAKbAE MEeCTa 3a KOHCymMaums un
3a6aBneHne, CMecun e CUTU-TO 1 reToTo,
odopmun e Bepura ot paboTHUYECKN
rpagueTa-carenuTi 3a o6cnyxBaLims
nepcoHan, a 3a 6oraTuTte — apxvnenasm
OT NlYKCO3HU residence areas B No-Aa-
NEeYHNTE eKOSIOrMYHN OKOTHOCTW. TON Cb-
LeCTBYBa Ype3 06MEH, Nnyncupankin
ypes CBPbXMOLLHATa CU TPaHCMopTHA U
KOMYHUKaLMOHHa cuctema, npeumn3Ho
ocurypsisalla BCEKVAHEBHOTO BNU3aHe n
n3nmn3aHe Ha CTOTULW XUnsam xopa oT
pasnuuHy coumanHu rpynu. Te nmat pas-
JINYHW ecTrHauuu, Tpaektopum u life
styles, HO cTurat go TOYUHOTO MSACTO B
TOYHOTO BpeMe, 3a Aa U3BbpLiaT TOYHU-
Te, OYaKBaHU OT TAX OENHOCTU: 6enn n
CUHW SKNYKK, MOMOLLEH NepcoHan, 6ax-
KoBW tonuTa, nonuuaun. GparmeHrapusa-
uMaTa 1 NoCT-MHAyCcTpuanHara GyHKUmo-
Hanu3aumsa Ha rpaga He camo He Ce U3K-
nioyBart B3auMHO, HO ce npegnonarar —
XeTeporeHHNAT meranonnc e no-Kommn-
NEeKCHa N CroXHa CTEMNeH Ha couunanHo-
NPOCTPaHCTBEHA OpraHn3auns oT NHOycC-
TpyanHus rpag Ha XIX n Hayanoto Ha XX
BEK. XeTeporeHHocrra n aToMmmn3sauuaTta
Ha npocTpaHcTBaTa B rpaga ca Bb3MOX-
HW, 3aLL0TO MOA TAX MMa CBPbX-CMOXHA
UHPPACTPYKTypa 1 NashkuHM Ha coumarn-
HaTa BnacT (c usnata ¢ykosHCKa AByC-
MWCNEHOCT Ha NoHaTueTo ,Bnact”). O60-
COo68BaHETO Ha coumanHy MUKpPO-MpoCT-
paHCTBa B TAX CHXWUTENCTBA CbC CBPbX-
MOLLHUTE, KOMMIOTbPHO KOHTPONMpaHu n
KOHTpOnMpaLLy mMmapLipyTti, Tpaduum n
MpEeXu, NO3BOMIABALLM APYrO HUBO Ha
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materialising the globalised and re-
localised economy as well as the new
social links and hierarchies among indi-
viduals, groups, ethnicities and social
classes. Los Angeles for instance (as
described by Edward Soha in his book
“Postmodern Geographies: the
Reassertion of Space in Critical Social
Theory”, London; Verso, 1989, 1990) has
grown from a city into a super-system
having incorporated hundreds of small
towns and reallocated centres and
peripheries in a new fashion. The gigan-
tic city has shoved out the manufacturing
facilities in order to provide consumption
and entertainment spots all around, it
has mixed together the city and the ghet-
to, has formed a chain of working class
satellite areas housing the service per-
sonnel and archipelagos of swish resi-
dence areas for the rich in the more
remote environmentally friendly suburbia.
This type of conglomerate exists on the
basis of exchange, pulsating through its
hyper-powered transport and communi-
cation system, accurately assuring the
day-to-day entrance and exit of hundreds
and thousands of people of various
walks of life. They have various destina-
tions, routes and lifestyles but are
nonetheless able to hit the right place in
the right time pursuing routine and
expected activities: white and blue col-
lars, technical staff, bank clerks, yuppies,
policemen. The fragmentation and the
post-industrial functionality of the city do
not deny but assume one another. The
heterogeneous mega-polis is a more
complex type of social and spatial organ-
isation than the industrial town from the
19" and the early 20" century. The hetero-
geneity and atomisation of urban space
is possible since they are underpinned
by a complex infrastructure and webs of
social power (with all the Foucault ambi-
guity of the power concept). The forma-
tion of social micro-spaces in them co-
exists with the super-powered electroni-
cally controlled and controlling routes,
traffics and networks allowing another
level of centralised urban process man-
agement. The mega-polis is a heteroge-
neous a-opticum, a multi dimensional
and multi functional universe without a
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LeHTpann3upaHo ynpasneHne Ha rpanc-
KuTe npouecu. MeranonuceT e eanH xe-
TepOoreHeH a-onTuKyM, MHOroMepHa u
MHOrodyHKLMHanHa BceneHa 6e3 XxoMo-
reHHa su3us. NonnuTnkara Ha OKOTO
CNpAMO NOJOGEH KOHINoMepart U3nckBea
CMOCOGBHOCT a ce Npo3pe B 1 3a[ Hero-
BaTa XeTeporeHHa rnegka, B U 3af Crnox-
HUTE, KOHONUKTHU U HEBUHArK cripasen-
NIMBU COLUMANHN OTHOLLEHMSl, KOUTO NpO-
N3BOOCTBOTO Ha FPafAcKM NpoCTpaHCcTBa
€OHOBPEMEHHO OTpa3ssiBa 1 Ornocpenssa.
3apavara, KOATO CM NOCTaBAT NOCT-MO-
AepHuTe ypbaHnCTn u reorpadun, 06MKHO-
BEHO € OTKPOBEHO NsiBa B NOAUTUYECKO
OTHOLLEHVE: fa ce pa3obimun mera-no-
fimca KaTo HOBO, ONPOCTPaHCTBEHO alter
€go Ha npou3BeXkgaliara Hecnpasenv-
BOCT, U3KJIIOUBAHE 1 HEPaBEHCTBO
BrnacT. ToBa Beye e BCe Mno-totasHa un
BCE MO-Marnko KOHTpOnupaHa, aHOHUMHa
1 aucnepcHa BnacT, CbNpoTUBUTE CpeLLy
KOSITO cTasar BCe No-TPyAHW, 1 3a 3a-
nagHaTa nesuua ToBa ru npasu cneuu-
¢dryHa nocTmogepHa 3agava.

Moxxe 6y n Codus we cTtaHe eamH aeH
TakbB rpafg (1 Torasa Lie uma gpyru, cu-
rYpPHO No-cepno3Hu npo6nemu). MNpoek-
TuTe Ha Kpacumunp Tepaues n X-tendo
AeMOHCTpuMpar obave, Ye OKOTO, KOETO
TbpCUM, TPSIGBA Aa MMa 1 NOANTUYECKU
KauecTBa, 3a J4a MOXXe Aa pasfnuuu, ye B
TO3U NPexoaeH MOMEHT COPUNCKNAT
npo6nem e apyr. Codus He e CBpbx-
dyHKUMOHarneH meranonauc, a rpag ¢ Ha-
pyweHn GyHKUMN — HeonmbepaneH ypba-
HUCTUYEH Xaoc, edekT Ha crnaba Bnacr,
AePEKTHN NHCTUTYLIMN 1 BUCALLA, NPO6-
nemartunyHa nHédpacTpykTypa. Herosoto
BCUYKO, YAbP)KaHO KaTo 6nena abeTpak-
LMs OT CTPaHHU CbCEACTBa, aHanormu,
cnaéu Mpexu 1 AUCTaHTHU BPb3KK, nva
Mo-CKOpO HeraTMBeH xapakTtep. Tosa e
rpag, B KOATO MPOLIECUTE Ha YCBOSIBAHE
1 NpucBosBaHe ca 3anoyHanu ga aomMu-
HVMparT Haf, TeXHWKUTE 3a CBbp3BaHe Ha
nonuncu, 6unu Te Ny6InYHN, BNacToBU

X-tendo

Kpartkotpaiinn n gbnrotpaiiin cnegm, KONTo
yoBeK ocTaBs B rpapa, 2004. Qotorpacduu
Passing and long-term traces, which man
leaves in the city, 2004. Photography

unifying vision. The eye policy facing
such a conglomerate demands an ability
to peek into and behind its multi-faceted
sight, into and behind the entangled,
conflicting and not always fair social rela-
tions which the manufacture of city
spaces simultaneously reflects and medi-
ates. The task typically embraced by
post-modern city planners and geogra-
phers is more often than not outspokenly
leftist in political sense: to reveal the
mega-polis as a new and mediated alter
ego of power generating injustice, exclu-
sion and inequality. This is an evermore
totalitarian and ever less controlled,
anonymous and dispersed power, grow-
ing ever harder to resist, which makes it
a specific post-modern challenge for the
western Left.
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WK MbK TEXHOSOMMUYHO-MHPPACTPYKCTYP-
Hu. OT neTHageceT rognHu npouecute Ha
npreaTusvpaiia ¢parmeHTapmsaums Te-
KaT 6e3 06paTHUTE MPOLIECK HA KOHTPOT,
KOMMMEKCHO coumnanHo npenoapexaaHe
1 MHPPACTPYKTYPHO ocurypsisaHe, 6e3
LeHTpanu3npaHn ecTeTnko-yp6aHncTuny-
HY peLleHns 3a ny6anyHuTe NpoCcTpPaHCT-
Ba Ha rpapa, 3akoHoBsa 6a3a, KoATo ga
yAbpKa KpMMHMHAaNHaTa anyHocT 1 nap-
BEHIOWKNA NPOn3BOI. CnomeHbT oOT TO-
Tanutapusma 6110K1pa BCEKN ONuT 3a
rpakgaHcka Hameca OT no3uuusaTa Ha
N3rnexaalloTo YyTONMYHO O6LLo 6naro.
EdekTbT e oTKbCBaHe Ha napuyeta ot
rpaga: BCeBb3MOXKHW Cy6eKTn npusaTu-
3ypar pa3Hu MecTa no pasHu HaunHN —
KPUMUHANHWUTE NO eAWH, NOAMTUYecKuTe
— No-Apyr, GUTOBUTE — MO OLLEe NO-APYr,
aBTOMOBWNHMTE CY6EKTU — MO YETBbPTU...
JlomakuHuTe ca OCTbKNMAM CBOWTE 6an-
KOHM (a ¢ Tx ca npuceounu n dacagu-
Te) Taka 6e30rneaHo, KakTo NapKUHruTe
ca npes3enu LeHTpanHu nnowaon. bes-
BpOST OT peknamu, 6unéoppose 1 Gup-
MW € NOCTUIHaN MakCMMyMm BU3yaneH
LYM C TakaBa Tuxa n 6e3KOMNpoMmMcHa
LilefieHaco4eHoCT, C KakBaTto 1 dupmara
»,COPUNCKN nmotn“ npogasa OBLLUNHCKN
TepeHn Ha 6e3ueHnua — No Henpospa-
YeH, HernasapeH 1 He3aKOHEH HauvH.
ABTOMOGUNUTE Ca MO BCUYKN TPOTOApWU,
KaTamKnm rnobssar 3a KakBoTo UM
XPYMHe, NnpuBatn3npankn rnobara (Ho
aKo 3apexkell cTapara cu Kona Hacpeq
ynuuara, HaMa Kow ga Te rnoéu). bexsu-
HOCTaHUUN Ce CTPOSAT B rpaanHKu (Hano-
XKW Ce YyXXO NOoCnaHvK ga pearvpa, 3a ga
cXBaHat GbirapckuTe napnameHTapucTm
1 obLwpyHapu, Ye B TOBaA MMa HELLO He-
penHo). KaTto ornepanHu re6u no npas-
HUTE rPaACKn TePeHn B LEeHTbpa HUKHAT
€OHOTUMHU XOTenn, 6U3HEeC-LEeHTPOBE U
CTbKNEeHU ABOpUM Ha kanuTana 6e3 aa
nuTaT cbcegHuTe dpacaau, CTUIOBE U
COBCTBEHMUN, HATO LANOCTHaTa aTMocC-
¢depa Ha CbOTBETHOTO MPAACKO MACTO.

BpyTtanHara, aHTU-MonMcHa Haveca B
CTPYKTypaTa Ha rpaga oT cTpaHa Ha na-
3apa, KOWTO cam ce onpefens B 3oHaTa
Ha 3Opava, Mexay HopManHaTa 1 cuea-
Ta NKOHOMUKa, Ce CMATa OT BCUYKUN 3a
ecTecTBeHa. Bceku onuT 3a LeHTpanusm-
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Perhaps Sofia will one day be such a city
(and as such will have other, perhaps
graver issues). The Terziev and X-tendo
projects, however, manifest that the eye
we are seeking needs to have political
qualities as well enabling it to recognize
that in such a transitional moment Sofia’s
plight is different. It is currently not a
super functional mega-polis but a city of
deteriorating functions — a new liberal
urban havoc, an outcome of week gov-
ernment, fraudulent institutions and a
crippled infrastructure. Its all-inclusive-
ness, a pallid abstraction of bizarre prox-
imities, analogies, week networks and
distant links is of a negative nature. This
is a city where the processes of absorp-
tion and appropriation are given to domi-
nation over the techniques of polis bind-
ing together, no matter if they are public,
power or technological and infrastructur-
al. It is now 15 years that the privatisation
developments have been running without
the containment of control, complex
social rearrangements and provision of
infrastructure, without centralized aes-
thetic solutions for public spaces or law
enforcement holding nouveau riche fancy
and criminal rapacity in check. The lin-
gering apparition of the totalitarian
regime stifles each attempt for civil inter-
ference from the position of public well
being which now sounds utopian.

In effect, bits and pieces have been torn
off the city: a motley crew of subjects are
privatizing a host of places in various
fashions: the criminal go their own way,
the political go another, the philistine
types pursue their own ends, the auto-
motive-loving types just as well...
Housewives are given to glazing their
balconies (thus hijacking the facades) in
such a peremptory way as the parking
lots have hijacked the central squares.
The hordes of advertisements, billboards
and brand names have ratcheted up a
top-rate visual noise with such a silent
and uncompromising drive as the Sofia
Estate Company is selling out council
grounds for peanuts — in an non-trans-
parent, non-market and underhand way.
Vehicles are perching throughout the
pavements, traffic police fine for whatev-
er one might guess, privatizing the fine
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paH, OBLUNHCKN KOHTPOS MUpULLE Ha
6GUBLL KOMYHWU3bM, MaHUdecTaumm n
CMNMOTEHOCT — A »XMBee Npon3BonbT!

OT cBOS CTpaHa cnyyanHuTe NHAMBMAN
He ca yak TofkoBa 3a onfaksaHe — CBO-
6opgaTa UM fa OCTaBsAT Cream e Heorpa-
HunyeHa. 3aToBa Te OCTaBAT TONKOBA
MHOrO KpaTkOBpEeMeHHa nameT Cheq
cebe cu, makap Ts, pa3ssaBaHa OT BETPO-
BETE MO ynuumnTe, Aa Npuinya noseye Ha
OGVKHOBEH rpaacku 6oknyk. Bnpouem,
Makap HSKOW OT CUMBOJIHUTE Crpaan Ha
KOMYyHUCTMYecKaTa AblroBpeMeHHa na-
MeT fa 6s1xa B3pUBEHU, KOMYHU3MbT
CbLLO e OCTaBu/ gocTa OT CBOSI MCTOpU-
YecKu 60KNyK — 3abpaBeHN NnoYn Ha
oLle no-3abpaBeHy NapTu3anHu, NopyTeH
OrPOMEH OCMObIbIIEH MAaMETHUK (CXBaLla
NN HAKON, Ye ToBa e camus Kopabo-dak-
No-CnupanHK Ha KOMyHW3Ma) npeg
HIOK, 06ugHo ctannHMcTKa MOHYMeHTa-
NNCTUKA Cpef HECMEHEHW UMEHa Ha ynu-
UM, CUHAUKANUCTKN MaHudecTauum, Kou-
TO MOPa3nNTENIHO HANOMHAT APYrH...

Monutuyeckara 1 TPAHCNOPTHO-KOMYHU-
KaumoHHata uHdpactpyktypa Ha Codus,
e, KakTo ka3ea Kpacumup Tep3ues, 6ne-
pa abcTpakums. B cmncbn, yue T cbBCEM
He GYHKUMOHMPA MO CBPbX-NPeLn3HIS,
N34ncneH n KOHTponnpaH Ha4vunH, ocury-
paBall LbKaHeToO Ha yp6aHVICTVILIHVI9| KOH-
rnomepar: copunckOTo METPO He e us-
nocTHa NHGPACCTPYKTYpHA Mpexa,
onacsauia rpaga, a Bce oLle camo oT-
ceyka-Kypuos; onepaTopute Ha MO6U-
HUTe TenedoHN BCe OLLe NoabpxXaTt Mo-
HOMONHW UeHwn; ,Tonnopukauma“ nauck-
Ba MnawaHusi OT rpaXkaaHu, Ha KOUTO He
poctass yenyru; ,Coduncka Boga“ ns-
uncnaBa LEeHNTE KaKTo CU UCKa, OKaTo
MacoBuTe, pasgpbHKaHu Tpamesan 1 as-
TOGYCMK Ce ABWKaT N0 MEXANHHN Nony-
KanuTanmcTuyYecKn/nony-KoMyHncTmyec-
KN LEHMN.

KasaHo HakpaTko: npuceosiBaHe v ¢par-
MeHTapu3aums uma, a GyHKLMOHMPaHe 1
NHPPACTPYKTypa — OT MasKo A0 HUKaK.
Mma camopenHo 3oHMpaHe, pasnapue-
TOCBaHe Ha MecTa CbC CO6CTBEHa aTMoC-
depa, dopma Ha XXUBOT U PUTbM; HIMA
dUHM rpaduLm, KOMMIOTBPEH KOHTPO 1
ynpaeJieHne Ha MOGW/THM YOBELLKN NOTO-

(and yet if you strand your old car in the
middle of the street there is hardly any-
one to fine). Petrol stations get erected in
parks (a foreign ambassador had to
react before the Bulgarian MPs could
surmise that there is something fishy in
that). Stereotypical hotels, business cen-
ters and glass houses of capital are pop-
ping up throughout vacant city grounds
in the centre without any attempt to
accommodate the neighboring facades,
styles, owners’ preferences or the overall
atmosphere of the place.

Besides, this ruthless, anti-polis interfer-
ence into urban structures on behalf of a
market finding its own identity in the twi-
light zone, between the sunshine and the
black economy, is deemed by everyone
as natural. Since every attempt at a cen-
tralized municipal control smacks of
gone-by communism, rallies and com-
munality — then long live up-for-grabs
and free-for-all!

On the other hand men on the street are
quite all right — they can take almost
unlimited liberties at leaving traces. And
this is why they leave behind a whole lot
of short-lived memory even though the
latter, swept to and fro round the streets
by the wind, is more reminiscent of casu-
al city rubbish. By the by, albeit some of
the symbolic landmarks of communist
long-lived memory were given the blast,
communism has also left behind a good
deal of its historic rubbish — forgotten
plagues of even more forgotten guerillas,
a humongous run down eight-angular
monument in front of the Place of Culture
(can anybody guess now that this is the
very flagship-torch-spiral of communism),
an insultingly Stalinist monumentalism
amidst unchanged street names and
syndicate rallies strikingly remindful of
some other rallies...

The political and the transport-communi-
cation infrastructure of Sofia is, as K.
Terziev says, a pallid abstraction. The
implication is that the city fails to function
in the accurate, calculated and controlled
fashion warranting the ticking of an
urban conglomerate. The Sofia subway
is not a comprehensive infrastructure
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LM, KMETCTBO, KOETO a Crneay 3a obLum
3aKOHOBMW N YPGAHUCTUYHM CTaHOapPTU.
Llenu keaptann Ha Codus — baHka n bo-
AHa, Ca NPWCBOEHN OT MOYKPUMUHAITHA
NPOCNOVKKN, HanpaBunn JocTbna 4o CBO-
UTe MyTPO-6apPOKOBY OBOPLIM OMAaCeH U
dU3nYECKN NOUTU HEBB3MOXKEH, OCTaBAN-
KU pasHeGuTeHn ynmumTe, KaHanmsaums-
Ta, TenepoHmTe 1 Np. Hama n 3oHn Ha
UCTMHCKa CUrYpPHOCT, 060COGEHMN OT OT-
YeTNMBO ONacHUTE rPafcKn KBapTanu — B
Codusa y6uncTea 1 NpecTpenky craBat
HaBCsKbAe, TaKa KakTo o6pa3snTe Ha epo-
TUKaTa He ca 060CO6EHN U KOHTPONMpa-
HW NO CbOTBETHUTE YEepPBEHU MecTa Ha
rpaga, a cBo604HO NnyBaT Mexady AeTCKU
rpagvHu, KBapTasnHu cynepmMapKeTu, Bec-
THUKAPCKN BYAKW 1 yunnuia.

BusyanHuat cemunHap Tpsabsa aa cu gape
CMeTKa, ue ToBa Beue He e npobnem
caMo Ha OKOTO W BM3yanHaTa rpamort-
HOCT — TO € NONUTUYECKN NPOBNEM Ha
rpagckoto 6utue. 3awoTto Codus B Mo-
MeHTa e edVH NpexoaeH, pparmeHTapu-
31paH, XaoT1YeH, NoLWOo NpuBaTn3npaH
rpap — pas-nonuceH nonuc. MNpagbT ca-
Kall HauCTUHAa He CbLLECTBYBA, 3aLL0TO
HsIMa KakBO Aa ro CBbpXe.

BeposTHO 3aToBa 1 XyOoXKHULMTE CBbP3-
BaT rpafja CcbC abCypAUTCKN 06eanNHI-
TeHW cepun oT 06pasun — Kpacumup
Tep3uneB C N30CTaBeHN KO N 6€340M-
HU KyyeTa, C TeaTpanHo 6e3BpemMue 1
CKyKa; Mnagute Teatpanu — ¢ MUMONET-
Ha, MackupaHa n napogmnHa CbBMeCT-
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network underlying the city but still a
showcase; mobile telephone operators
still keep monopoly prices; the heating
company exacts payment from unser-
viced customers; the Sofia Water
Company holds on to a fanciful pricing
while the rickety trams and busses
charge half-capitalist half-communist
prices. In brief: appropriation and frag-
mentation there is, functionality and infra-
structure — from little to none. There is a
homespun zoning, partitioning into spots
of their own atmosphere, lifestyle and
rhythm; there is no fine-cut time sched-
ules, computer control and commuter
flow management, there is no mayor and
council monitoring legal and city plan-
ning standards. Whole Sofia quarters
have been misappropriated by half-crimi-
nal classes having rendered access to
their mobster castles hazardous and just
about physically impossible turning cor-
doning themselves off from ram-shackled
streets, sewerage and sanitation, tele-
phone networks, etc. There is another
shortage as well — of security provided
by safe areas clearly outlined from
unsafe ones: shootouts and murders
occur throughout Sofia, just as the erotic
imagery has not been reduced and
enclosed within red light districts but
floats freely among day-care centers,
suppermarkets, newspaper kiosks and
schools.
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HOCT MeXay UHAMBUON, N3NUTBALLUN Hey-
[O6CTBO fla 6baat 3aegHo. 3a faa yabp-
)Xar 6nepata abeTpakuma Ha pasnagHan
ce no copuncku rpag, Te HammpaT Bpb3-
K1, KOUTO OEMOHCTpMpAT co6CTBEHaTA
CY abCypaHOCT — eQHOBPEMEHHO BCe MNak
onassat 6nenoTo uano Ha Codus u, 3a-
e[HO C ToBa, NPaBAT 6/1edHOCTTa 1 fipka
n 3a6enexmnma...

Jann nbk umeHHo B Takbs rpag, Whiter
Shade of Pale (kakTo ce neewe B egHO
cTapo napuye Ha Procul Harum), Busyan-
HOTO NU3KYCTBO HSIMA NMOBEYe HULWN 1
Bb3MOXXHOCTU? B cuTyaums 6e3 NCTUHC-
Ka BracT, TO 3anoysa ja urpae napo-
OVUAHO HenHata pons Ha egUHCTBEH CO-
umnaneH obeamHnTen — abCcypaoTo nenu-
1o, CNOCO6HO, Makap v 3a Mur, aa yabp-
X1 pas6sarsaHeTo.

Kpacumup Tepaues / Krassimir Terziev

Tpapet Ha KyueraTa (MOCT-yp6aHUCTUYHM NeR3axy),
2003. QoTo MoHTax, 150x20 cm, GparmeHT

The City of Dogs (post-urban landscapes), 2003
Photomontage, 150x20 cm, fragment

The Visual Seminar needed to realise it
was not only an issue of the eye and the
visual literacy — it is a political issue of
urban living in this country. Since Sofia is
currently a transient, fragmented, chaotic
and wrongly privatised city, a defrocked
polis. The city somehow fails to exist for
having nothing to bind it together.

This is apparently the reason for the
artists to associate the city with absurdist
unifying image sequences. K. Terziev
with the stranded cars and sorrel dogs,
with theatrical timelessness and bore-
dom; the young thespians — with the
fleeting, disguised and stultified co-exis-
tence of individuals embarrassed of
being together. In an attempt to keep
together the pallid abstraction of a city
fallen apart the Sofia way, they are grop-
ing for bonds which demonstrate their
own absurdity but still safeguard the pal-
lid common body of Sofia while at the
same time making its pallor bright and
conspicuous...

Could it not be that in precisely such a
city, a Whiter Shade of Pale (as it was
sung in an old Procul Harum piece), can
visual art find more niches and opportu-
nities? In a situation short of actual
power, it can assume the mock role of a
single social unifier — the absurd glue
capable of keeping the centrifugal forces
in check for just a fleeting moment.
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Kpacumup Tep3ues / Krassimir Terziev
Born: 8 December 1969

e-mail: krassi@i-space.org
http://www.i-space.org/loop4ever

Education

1991-97 — National Art Academy, Sofia, MA in Painting
1983-88 — Secondary School of Fine Arts, Plovdiv,
Bulgaria

Professional experience

1998-2004
Co-founder & chair of interSpace Media Art Center

2003-2004
Residence fellow, Visual Seminar, ICA-Sofia & CAS
Sofia

2002

Training Programme on Creative Industries and
Creative Clusters conference, Sheffiled, UK, Project of
The Council of Europe

KulturKontakt Guest Studio Program, Vienna
Production Residency for URBAN CYCLES Il Project,
Manchester, UK

International Meeting, <Rotor> Association for
Contemporary Art, Graz, Austria

2001
ASU2 Art Servers Unlimited + Autonomous Spaces
Unlimited, Labin, Croatia

2000

Net.Congestion International Festival for Streaming
Media, Amsterdam

Mediaterra Festival, Athens — Presentation of Schizoid
Architecture

1998

Artist residency Thundergulch New Media Art Center,
ArtsLink Program, New York

Residency in De Fabriek Gallery, Eindhoven,

The Netherlands

1997

Syndicate Net.Shop, Ars Electronica Festival, Linz,
Austria

Polar Circuit, Muu Artists Association, Tornio School
of Media Arts, Lapland, Finland

1996

Crossing Over 2, Soros Centre for the Arts, Sofia
Master Class in Painting with Markus Lupertz
Amsterdam

Bulgaria Video Art Workshop, P.A.R.K. 4DTV - Soros
Centre for the Arts, Sofia

Projects within Media Art Center interSpace

2003
M.A.P.:CASE.STUDY.02, Media Art Mini Festival (C)
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2002
URBAN CYCLES I, Interactive Video Interventions in
Public Space, Manchester, UK (C)

2001
Video Art Programme, Sofia Music Film Fest 2001,
Sofia, Bulgaria (C)

2000

Schizoid Architecture, open net based project for
unlimited number of players, Sofia (C)

Urban Cycles, Interactive Video Installation in Public
Space (C)

1999
Project End, International Media Art Forum, Sofia,
curator of the project (CD-Rom)

1998

Media Art Programme in the Frameworks of
International Young Film Festival, Sofia, curator of
the programme (C)

Individual Shows

2003
Other Ads (with Kalina Dimitrova), Kulturkontat Guest
Studios Programme, Vienna

2002
On the BG Track, Students Cultural Center, Belgrade

Wow?! / You?!, 2002. Macno, nnatHo, 80x100 cm Bcsika
Wow?! / You?!, 2002. Qil on canvas, 80x100 cm each
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Fifty/Fifty (with David D’Agostino), Irida Gallery, Sofia

2001
Reality Pixels, Irida Gallery, Sofia

1999
Everything Seems to be Alright, The Kitchen, New York

1998

Multiple Shadows..., ATA Center for Contemporary
Art, Sofia

Departures/Arrivals, Break 21 Festival, Ljubljana

Shots in the Darkness, De Fabriek Gallery, Eindhoven,
The Netherlands

1997
Directed by..., Ata-Ray Gallery, Sofia

Let’s Dance. Clothes for Getting Together, XXL
Gallery, Sofia
Pink Studio, NAFA, Sofia

1996

To Cook Reality, Akrabov Gallery, Plovdiv, Bulgaria
Spagetti Pictures, Ata-Ray Gallery, Sofia

Library Paranoya/Krassi’s Apologies/Negative TV,
P.A.R.K. 4DTV broadcasts, Amsterdam

1995
The Endless Puzzle, Museum for Plaster Casts,
National Art Academy, Sofia

1994
The Way of Living (with Rassim®), National Gallery of
Foreign Art, Sofia

Group Shows

2004

New Video New Europe. A Survey of Eastern European
Video, TATE Modern, London, UK; Contemporary Art
Museum, St. Louis, US

CENTRAL. New Art from New Europe, Max Gandolf
Bibliothek, Salzburg, Austria; Museum of
Contemporary Art, Belgrade, Serbia & Montenegro (C)
The Making of Balkan Wars, Museum of
Contemporary Art, Skopije, (Personal Cinema Project)

(©)

Privatizations. Contemporary Art from Eastern Europe
(The Post-communist Condition). Within Luchezar

On the BG Track, 2002-2003. [lurutanyu
pasnevarku, Bugeo, dnanenku. l13rnegm ot Les
Subsistance, JlnoH, QpaHuus n U6 Station Algemeine
Krankenhaus, Buena

On the BG Track, 2002-2003. Digital prints, video,
T-shirts. Installation views in Les Subsistance, Lyon,
France and U6 Station Algemeine Krankenhaus,
Vienna
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Boyadjiev’s “Freedom (is) for beginners”. KunstWerke,
Berlin (curator Boris Groys) (C)

Arte Fiera 2004 Bologna (presented by Irida Gallery,
Sofia), Bologna, Italy (C)

New Video New Europe. A Survey of Eastern European
Video, The Renaissance Society, Chicago, USA (curator
Hamza Walker) (C)

The Making of Balkan Wars, Media Art Lab, ARCO 04,
Madrid (Personal Cinema Project) (C)

2003

9" Cairo Biennial, Ehnaton Art Center, Cairo (C)

Blood Lines & Connections, Contemporary Art
Museum, Denver, USA (curator Sydney Payton)
10x5x3, Shipka 6 Gallery, Sofia (curator Maria
Vassileva)

Video Art BG. Contemporary Video Art from Bulgaria,
Klinikum Ludwigshafen e.g., Munich, Germany (curator
Svilen Stefanov)

Forum of Eeropian Cultural Exchanges Thessaloniki
2003, Contemporary Art Center, Thessaloniki (curator
Nina Vagic/Personal Cinema)

Video Screening 04, Galerie Martin Janda, Raum fiir
Actueller Kunst, Vienna. In cooperation with VTO,
London; Zero, Piacenza, Italy; Kurimanzutto, Mexico
City; ICA — Sofia (curator of the Bulgarian programme
lara Boubnova)

The Last East-European Show, Museum of
Contemporary Art, Belgrade (curators Stevan
Vukovic/Dragan Todorovic; curator of the project Galina
Dimitrova) (C)

Complétment a I'Ouest, Le Cinematographe, Nantes,
France (curator Dessislava Dimova)

Mors Impossibilis, Irida Gallery, Sofia (curator Boris
Kostadinov)

Kontext: Europe — Impuls from Balkans, Les
Subsistances, Lion, France (curator Klaus Hersche)
Import-Export. Contemporary Art from Bulgaria, Sofia
Art Gallery, Sofia (curator Maria Vassileva) (C)

2002

Kontext: Europe — Impuls from Balkans, Public Art
Festival, organised by Theater des Augenblicks, Vienna
Mirror of the Balkans, Museum of Contemporary Art,
Krajevo, Serbia and Montenegro (C)

Art Vienna, Vienna (presented by Irida Gallery, Sofia)
Kiev Media Art Festival, Kiev (curators Tania
Manchali, Katia Stukalova) (C)

Talking the City, Public Art Project, Transpulbic, Linz,
Austria

Urban Cycles Il, Video interventions in Public Space,
Manchester, UK (C)

Bulgarian Landscape as a Metaphore, XXL Gallery,
Sofia

Bulgarian Painting 1989-2002, National Palace of
Culture, Sofia (C)

Historicisms, Irida Gallery, Sofia

European Perspectives, Insbruck Art Expo, Insbruck,
Austria
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Other Ads, 2003. macno, nnatHo, 130x150 cm u
puanpoxekuus. KulturKontakt Studios, Buena
Other Ads, 2003. Qil on canvas, 130x150 cm and
slide projection. KulturKontakt Studios, Vienna

Ha6nwopenns, 2002. lurutanHa pasneyarka, 50x500 cm
Ohservations, 2002. Digital print, 50x500 cm



VS- Book- 2-final.qgxd / page 101

Destination Bulgaria, Travelling Show,
Madrid/Dublin/Brussels

2001

Macro Video, Video Installation in Public Space,
National Palace of Culture, Sofia

Video Art Programme in Sofia Music Film Fest 2001,
Sofia

2000

Schizoid Architecture — net.based project,
Medi@terra International New Media Art Festival,
Athens <www.i-space.org/schizoid>

Hold Your Breath, Artequil Gallery/off project,
Montreal, Canada

Intrigued by Thought/Sedused by Trend,
BG.MEDIA.ART, Cyber Centre, Halifax, Canada
Urban Cycles, Interactive Video Installation in Public
Space, collaborative project of interSpace & IDEA
March Music Weeks Festival, Russe, Bulgaria
Technopoliten, Multimedia Show, Opalchenska subway
station, Sofia

Rhitm, Theater Performance, multimedia production
for stage; NATFIZ Theatre, Sofia

1999

Project End, Media Art Forum, Sofia

Love’s Fire, Theater Performance, video production for
stage; NATFIZ Theatre, Sofia

Communication Front, Isolated Personages Gallery,
Plovdiv, Bulgaria

1998

Ubertragung 2, Aspecten Bulgarische Kunst, Leipzig,
Germany

Ttanslocation/Media Art from South Eastern Europe,
Generali Foundation, Viena (curators lara Boubnova,

Luchezar Boyadjiev)

1997

Ars ex Natio. Made in BG, Plovdiv, Bulgaria (curators
lara Boubnova, Maria Vassileva)

Crossing Over Video Collection, Hybrid Workspace,
DOCUMENTA X, Kassel, Germany

USIS, Sofia

3" Festival of Computer Art, Maribor, Slovenia
Library Paranoia, Video Positive‘97, Virtual
Revolutions, Liverpool, UK

Black-Grey-White, Shipka 6 Gallery, Sofia

Let’s Dance. fipexun 3a KonekTuseH Xxusot, 1996

Pu3n, nnactmacosa KOHCTpyKUMs, BbXe, AnameTbp oK. 300 cm
Let’s Dance. Clothes for Getting Together, 1996

Shirts, plastic construction, rope, ca 300 cm diameter

Beuuko n3rnexpa Hapepn, 1999. 3-kaHanHa Bugeo
uHcTanaums. Warnen ot The Kitchen, Hio Mopk
Everything Seems Alright, 1999. 3-channel video
installation. Installation view, The Kitchen, New York
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Capy)xeHune 3a rpagcku N3cnepBaHns cbe
cpepcTBara Ha nskycreara X-tendo /
X-tendo Association for City’s Research with
the Means of Arts

Members: Victor lvanov, Elena Koleva-
Ivanova, Eleonora Mihalkova, Lilia
Parvanova, Maria Popova, Tsvetelina
Gospodinova

Education

B.A. programs Acting and Directing,
Dance Theater and Stage Design,
New Bulgarian University, Sofia

Performances

2004

Therefrom Hereto, ATA Center / Institute of
Contemporary Art, Sofia

0!, multimedia dance performance after
The Foam of the Days by Boris Vian,
French Institute, Sofia

2003

Shadows from the Past, workshop and
installation, celebration of the Day of Sofia —
September 17", in partnership with Art Hostel
Usually We Spend Our Time in the Garden

0!, fragment from the multimedia dance
performance The Foam after The Foam of the
Days by Boris Vian, Bridge of Lovers, Sofia,

in partnership with the French Institute

and Art Hostel Usually We Spend Our Time

in the Garden

Workshop Being in Love, after the multimedia
dance performance The Foam, Chamla Kingdom
Project, Foundation Destination Bulgaria

Jam performance Special Arms, fragments
from multimedia dance performance The Foam,
part of Lates News, unstable performance in
Buferna Zona, Art Hostel Usually We Spend Our
Time in the Garden

2002

Prosvetka, performance in a city environment,
Sofia

The Foam, street performance, part of
multimedia dance performance The Foam, after

Cenkn ot munanoro, 2003, Codus
Shadows from the Past, 2003, Sofia

The Foam of the Days by Boris Vian, Day of Raunmum ot Maxcum lopku, 2001-2002, Codus
Sofia — September 17", Sofia Summerfolk by Maxim Gorky, 2001-2002, Sofia
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Summerfolk by Maxim Gorky, four
performances in Art Hostel Usually We Spend
Our Time in the Garden, Sofia

2001

Summerfolk by Maxim Gorky, street
performance, Sofia

2000

Winter Story, street performance, Sofia

1999

Wedding, street ritual procession, Sofia

The Foam of the Days and the Last
Temptation on the Red Grass, street theater
scenes, Sofia

1998
Summerfolk by Maxim Gorky (I act),
Balkan Young Theater Festival — Sofia’98

1997

Extraction of the Stone of Madness,
theatre fragments after a picture by
Hieronymus Bosch and a text by Appolinaire

Festivals

2003

Chamla Kingdom (with the workshop
Being in Love), Chamla village, the Rhodope
Mountains, Bulgaria

2002

Chamla Kingdom (with Summerfolk

by Maxim Gorky), Chamla village, the Rhodope
Mountains, Bulgaria

1998

Balkan Young Theater Festival — Sofia’98,
in Project Presentation Program with
Summerfolk by Maxim Gorky

1997

Summer Theater University Sliven’97, theatre
fragments Extraction of the Stone of Madness
after a picture by Hieronymus Bosch and a text
by Appolinaire

Onepaums Ha rnynoctra, 1997, Codus
Extraction of the Stone of Madness, 1997, Sofia

Manara Ha pHure n MocnenHoTo N3KYWeEHNE HA
Yepsenara tpesa, 1999, Codus

The Foam of the Days and the Last Temptation on
the Red Grass, 1999, Sofia

Raunnum ot Makcum lopku, 2001-2002, Codus
Summerfolk by Maxim Gorky, 2001-2002, Sofia
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Slpa By6HoBa, pbkoBoanTen Ha npoekTa / lara Boubnova, Leader of the Project

pou. a-p Anekcanpbp KboceB, akagemnueH ampekTop, pbkooauTen Ha MNporpama CtuneHanaHtu /
Ass. Prof. Alexander Kiossev, Ph. D., Academic support, Leader of the Resident Fellows Program

Excneptu kbm npoekTa: A-p bosin Manues, Ainaxna Monoea, npo¢. A-p Nsaino Auues, fou. A-p MipuHa MNeHoBa,
Kupun Mpalwkos, Jlbuesap bosapxues, nou. a-p Murnena HukonunHa, Hepko Conakos, a-p OpnunH Cnacos /
Expert Unit and Advisory Board: Boyan Manchev, Ph. D., Diana Popova, Prof. Dr. lvaylo Ditchev,

Ass. Prof. Irina Genova, Ph. D., Kiril Prashkov, Luchezar Boyadjiev, Ass. Prof. Miglena Nikolchina, Ph. D.,
Nedko Solakov, Orlin Spassov, Ph. D.

ImaBeH koopauHaTop: Mapus Bacunesa / Coordinator: Maria Vassileva
AcucTeHT: Uckpa 3axapueBa / Assistant: Iskra Zaharieva

BusyaneH cemunHap. Nporpama 3a cTuneHanaHTmn 2
Visual Seminar. Resident Fellows Program 2
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